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»i^MWT ff ^ ^ igrqm^ u 

Spirit has two states of Form; the [one, tlje'l 
Nature of the World (prakrti) and [the other, 1 its transfornmlion 
as appearance (vikrti). Prakrti is His invisible form. Vikrli i.s the 
aspect (akara) in which He pervades the Universe. Worship and 

meditation can be performed in relation to His aspect (sikara) oiilv.__ 

‘Visnudharmottara’, HI. ch. XL VI. *2-3, 


and Formless Thou art, () Thou Unknowable. All 
forms of the universe are Thine; thus Thou art known. Known and 
Unknowable, Goddess NarayagT, Obeisance.” 

‘Devimahatmya’, XI, ‘Narayanistuli’. 


■ ■ VIII: 

THE IMAGES OF THE TEMPLE 

POSITION AND PROPORTION OH THE IMAGES OF 

THE GODS 

The Hindu temple is a monument, whose outer surface consists of sculptures. 
The Mandapas, the various halls, preceding the Prasada itself in which is 
contained the innermost sanctuary, the Garbhagrha, are architecture in the accepted 
meaning. The Prasada itself however is almost completely a solid mass but for 
the Garbhagrha, which is a small, dark, cubical chamber even in_ the largest 
temples. But for the main image or imageless symbol enshrined within, the walls 
of the Garbhagrha, as a rule, are plain. The carvings cease a| its door ; there they 
confront the devotee for the last time as he approaches the innermost sanctuary ; 
he may not himself, as in the temples of South India proceed further, the officiating 
priest performing the rites for him. 

Thus when going to the temple (abhigamana) with speech, body and mind 
centred on the divinity whose presence is installed in the image or symbol, the 
devotee becomes part of the architecture of the Mandapa whose interior he traverses, 
in which he also may pause and gaze at the images that confront him ; images which 
are carved on the pillars, the capitals and on the ceiling ; guiding him onwards to 
the main image or symbol in the Garbhagrha, or upward to the dome and its central 
point. 

While approaching (abhigamana) the innermost sanctuary and passing 
through the halls in front of it, the Bhakta is within the sacred architecture; 
together with the images he is enclosed in a dim, soothing atmosphere caressing the 
eye after the fierce light of the day outside. The atmosphere of the Mandapa is 
charged not only with the scent of flowers, burning oil lamps, and the incense 
coming from the sanctuary, but is tense with the impact of the pillars and carvings. 

This closeness of the carved images and the worshipper in one space is brought 
to its maximum in the inner ambulatory which, in the larger temples (sandhara), 
surrounds the Garbhagrha. The rite of circumambulation (pradaksina) is more a 
communion by movement with the images stationed on the walls than a visual 
recognition of their identity and the perfection of their workmanship. 

The rite of circumambulation however is also performed outside the temple, 
whether there be an enclosed inner ambulatory (sandhara) or not (nirandhara) . It 



is then that the Prasada is beheld in its lull ellect impaninx a loiai ■■■ 

“Se”biy (akrti) of the temple is Prakrti" CAKnipurana' LXI. ;25), it is la 

the likeness of the primordial substance of the manifested world, has its ami .mu 
purpose beyond it and is. supported by it. 

Viewed from the outside, the Prasada is a monument on whose imihi*buttressctl 
walls are displayed the images ; above the walls and in continuation of the biittrcs;^‘.'» 
rises the superstructure whose sloping walls lead towards a point, the apex fjf the 
finial. The finial is raised above the body itself of the Prasada, placeU as n is on 
the crown of the temple ('amalaka , or harmya , the latter in feouth iniii.w 

temples). ^ , ,, r.i 

The main display of the figure sculptures is on the perpendicular wails. ( I Is . 

I, III, XLIII, TXXI). The temple ha.s no facade ; it faces the four direction^, it 
walls ’however are not four surfaces meeting at right angles. Each wall j»r<'jccls 
with a number of offsets, the main pier being in the centre. Tlie bnttR-.s.ses vary 
in thickness ; in the majority of temple.s built throughout India (except in the Sniili) 
the offsets are moreover frequently superimposed resulting in u .stepiied, cross- 
shaped plan. Whereas the plain walls of the dark Garbhagrlia form a .square* in 
plan, the carved walls of the exterior of the temple, exjiosed to the Hglit of the sun. 
the moon and the stars, form an indented plan. The plan of the centre of the teniple. 
the square, is translated by its walls into a perimeter of variedly stcpjKxi and 
indented design which even may be ‘star sha^dk The outside of the Pra.siid.i 
far from exhibiting carved surfaces only, itself has volume. It consi.sts of the pter.s 
of varying thickness whose front and side wmlls have images and carvings ; reces,scs, 
narrow vertical chases and steps hold shaded space, or darkness. The volume of 
the wall space of a Hindu temple forms a unity of relations in height, breadth and 
depth; in it are integrated space volumes. The texture of the walls is not only tliat 
of the stone of which they are built or of the plaster with which they niaj' be over- 
laid; these lend a particular quality of the surface only to the closely built texture 
of the buttresses and offsets and their intervals which form space volume.s and 
rhythms of graded light and darkness. 

In this texture, the carved figures belong to the body of the wall and also to 
the spaces between, inasmuch as their own volume projects into the intervals ; the 
carved figures, moreover, reach even further into space or else they are also more 
deeply part of the wall than are the outer or main surfaces of any offset. Niches 
are sunk in the main buttresses; there the chief images are placed, the Parsva- 


Pradak§iaa in a Saiva temple, is not perfonned by Koing round and round the temple 
as in temples of other gods, but from the Bull to Cap^a {whose image is stationed to the 
of the Northern ‘door’ ; I.P. III. XII. 59} and back to Nandin, thence to the Somasutra, the 
water chute, and back again to Nandin, thence to Cap^a and from tliere again to the Bull, 
“Vfsatp capdaip vr§aip caiva 
SomasQtraip punanrr5aip . . 

' ' CapdagJ ca somasQtraip ca 

Punafeapdam punarvp§ani’'. 

booking up from the Somasutra, the devotee worships the flag on *th%Sikhara fl.A. IX. 
pr 149 ; rp. Somasutra or PrapSla, see Part V, note 107 ; both the terms are used here to 
indicate the channel (aipbumarga) and the chute. 
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devatas, the main aspects of the divinity whose image or symbol is enshrined in 
the Garbhagrha. Placed within the body of the wall, within a niche or “massive 
door” (ghanadvara) as it is called, on the co-ordinates of the Prasada these main 
images are nearer to their centre which is also that of the entire monument, the 
temple. The surrounding images (avarana-devatas) are however more exposed; 
carved, as they sometimes are, almost completely in the round, they are yet of one 
piece of stone with the surfaces in ressault and remain connected with them by the 
strut-like extensions of their modelled limbs at angles not meant for view. 

The carved figures on the surface of the temple are thus at different distances 
from the centre. They are part of it, not only ritually and iconographically but 
also in their position in space. They appear projected from the centre through the 
thickness of the wall or they are embedded in it as it steps forth. The entire 
volume of buttresses and interspaces, the whole monument, is dynamically in a 
state of movement ; its stages are marked by the relative depth of the surface “en 
ressault”. A movement more powerful than that of any single figure propels, as it 
were, from the centre each single figure together with the wall to its position on 
the perimeter. The paradoxical name of the niche, Ghanadvara, which means 
“iifassive door” expresses the coming forth of the image from and through the 
massive wall. 

A movement from the centre propels; as it were, the walls of the temple with 
their interstices and carvings. The perimeter of the temple thus generally has the 
shape of a cross with recessed angles. From each of its walls or piers with their offsets, 
carved images project further into space. This ultimate progression too is embodied 
in the volume of the walls, bound as they are, in the horizontal, by bands of 
mouldings above and below the rows of images so that the single figures on their 
socles are held within space-zones parallel to the wall and in depth equal to the 
projecting bands of mouldings. This closely enmeshed dynamic mass, its impact 
coming from the centre, whence every figure derives its power and name, meets 
the gaze and movement of the devotee as he circumambulates it. Profile after 
profile meets his vision, each a fresh leaf in the book of revelation of wiiich every 
temple is a copy. Fffect and effectiveness of the Prasada aie one to the eye, mind 
and realisation of the devotee. “ In the rite of eircumambulation he himself draws 
and becomes the outermost perimeter to the building; he ‘com-prehends’ it while 
walking round it; sees the images not from one side but covers them by his look, 
one at a time, during his approach and onward progress ; while he identifies the 
image thereby evokmg its name, the total power of the place which the image 
occupies is sent as it were into his presence from the centre of his devotion. 

The sculptures on the outside of the Prasada are stationed around its body ; 
and w^hile the_y give an exposition of its meaning they are also its ornaments. 
By their sequence they form belts around the body (akrti) of the entire temple and 
its several projections'. The latter often form part volumes of their own, massive 
monumental supports of miniature replicas of the whole temple, each with its own 


^ The usual position of the spectator in front of a relief or, from various angles and distances, 
if the sculpture is in the round, does not comprehend the eSectiveness of the rite of circuraara- 
bulating an extensive monument. 
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In Indian temples tlie relatively Sat offsets of the perpendicular walls are crowned 
each^by a miniature chapel (kuta,^ ko§tha, panjara, etc.). 

realm of images, excepting Dravida temples, ^begins^ on the superstructure from tlie 
vSukan^a downwards ; only on a higher level,, above the Vedika of , the Sikhara, images once 
more face the eight directions* 
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superstructure (sikhara; sruga; PI. III)." Thus the ultimate meaning of the 
temple is brought near to the devotee j at ever3'' turn he sees the figures on the 
walls forming the basis of an ascent" towards one high and central shape, the va.se 
above the Amalaka, the sacred vessel (kumbha) which is part of the finial and is 
placed “at the end of Prakrti” (‘Agnipurana’, Cl' . 13), beyond the forms of the 
manifested world, in the deathless (amrta) region. 

In belts around the body of the temple, and in vertical sequences where^one 
image is superimposed on the other, the figures are part of the space-body of which 
the outside of the monument, the Prmsada, consists. They do not form groups 
except such as are unavoidable by their juxtaposition on symmetrical and repeated 
offsets and recesses. They do not enter into any ‘composition’ which would extend 
further than the single buttress or beyond the console on whicli the 
image is placed (Pis. Ill, XLIV, PXXI). If more than one figure are part 
of the image they are carved in front of a single surface, they are collateral, 
auxiliary to its meaning and complete its form. This is how tlie .‘tingle images 
whether they consist of one, or of .several figures in front of the .single facets, or in 
their niches, have their own wholeness as works of art (Pis. Ill, VI, XV, XXX, 
LXXI). Over and above such perfection as these images or groups may lia%'e 
compositionally a further power is vested in them. They are not ‘pillar figures’ 
as those of the doorw'ays of Gothic cathedrals ; they do not function architecturally ; 
the stress of weight and support is unknown to their constitution. No aspiration 
moreover draws them upward, for each has its place and this it occupies with effort- 
less grace and exuberance of modelled form. The final sculptural integument of 
the temple is dynamically one with the monumental progression of its mass. From 
it the figures step forth with a drimng power not altogether their own. While they 
are images they are at the same time the ultimate conclusion of that part of the 
wall to which they give its highest accent. Where however they turn towards the 
wall they illustrate their onene.ss with its intrinsic movement on which thev lean 
■as their support (Pis. XIX, XX). 

It is thus from the centre that the d3mamic movement of the mass of the temple 
proceeds in the main and intermediate directions showing forth as sculptured form 
in its ultimate levels of progression. Its multiple embcxliments, the images, are 
bound together in the regularity of their horizontal sequence. It is reinforced, 
and assigned its own extensiveness in space, by the fillets and mouldings with 
their substantial projections and the deep bands of shadow which accompanj' them, 
above and below the rows of images. In addition, these horizontal ties are crossed 
over or making way for the dark shadows or the strong light, held according to 
season and hour, within the vertical chases and the salient and re-enterinti aimles 
of the Prasada. ^ 

A deeply enmeshed net of light and darkness provides the frames to the 
buttresses with their rows of sculptures. In this reduction to a context of light and 
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darkness the innumerable and changing gradations of the _shadows Gpt by and 
playing over the carvings receive monumental firmness (PI. III). 1 fie indennite y 
flexed and modulated bodies of the images, their rounded volumes, appear levelled 
to a considerable extent by the strong light; thus they do not dissolve the compact 
monument into almost innumerable carvings but keep its surfaces enlivened y 
rhythmical accents of line and shade, even in the strongest glare '''™ic 
render a plain surface dead with too much light. Haying come forth— ontologica y 
from the centre of the dark sanctuary, the images in the light of the day are an 
exposition of its meaning, beneficent to eye and mind alike. ^ 

The dvnamic expansiveness of the mass of the Prasad a has its corresponaence 
in the plan of the building in the shape of a cross withjrecessed angles or having 
an outline which results from a rotation of the square. The static perfection of the 
small square of the dark Garbhagrha with its plain walls is translated into the boat 
of the temple, the ‘bodv of God’, a likeness of the manifested universe and its 
primordial substance, Prakrti. It has its effect by giving the fullest exposition of 
its meaning and forms to the devotee in the rite of mrcuinambulation in w.ach 
he himself becomes the outermost perimeter and limit of the monument in tae 

cciiitirc* ‘ ■ . ' , ■ * , 

siich an understanding of monumental form by the ritual encompassing 

movement is a realisation as much by the eye as within one’s whole living person in 
motion. During this rite the bodily presence of the Bhakta expands and comprises 
the Prasada. While doing Pradaksina, the devotee is the perimeter of the cemple 
and of its effectiveness ; he comprehends its full extent. Prior to it however he had 
approached the sanctuary by the main entrance passing across the stimctural halls 
in front of it. During this approach (abhigamana) in the interior of the building, 
he was immersed in its space and exposed. to the impact of the pillars and walls of 
the Mandapa.' While he traverses the Mandapa he is part of the flux of the whole 
interior’ towards the Garbhagrha, in one direction, in its central part and its paiallel 
‘aisles’ ivhich is brought about by the rhythmic sequence of spaces marked by the 
position of the pillars and their vertical structure Thus acted upon and W’ 

the devotee at lavSt is confroiited by the entrance of the Garbhagiha which bids liiin 
halt; its door frame, an iconostasis in relief , is raised before him and sepaiates 

him from the image, in the Garbhagrha (Pis. DII, V)._ 

In his annroach he had been impressed by many impacts, _ himsen part of tae 
interior of the Mandapa which he traversed in one direction drawn by, and 
leaving behind him, its pillared rhythms. Now his body is made to hait, and 
thus at rest, his eyes take in the presence of the image in the frame of the entrance. 
It is here that Indian sculpture is to be understood as relief in the widest sensv-. 


^ The exterior of the Mandapa is built and carved analogous to the exterior of the Prasada. 

“The image in the Garbhagrha is frequently modelled _m the rou ml m most of its paits , 
the baik wHch is not meant to be seen is not tvorked out .n deta,! The .nmge mil, the Mr- 
rounding images of Avarana divinities is mostly carved in front of a slab , the latt.i ^ 

lower relief and is moreover frequently perforated along the contour of the main pniagt. 
¥he forn“^^^ image in the Ghrbhagrha is an adaptation of sculpture, on^naliy 

meant to be circumambulated, for the purpose of merely bemg_ looked at from_ the front. 

Excepting the image, the doorways (dvara), and free standing gates (torana), etc., Indian 
sculpture is meant to be seen while passing around it. Door frames and Torapas are forms of 
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On theoutside of the temple. eaci oHhe*^^ 

wall facets, has to be dwelt upon by itrf. _^Fo^ ^pecS, for 'Example, of the God 
meaning and at its particn ai p • Visnn temple ; or the divinities most 

in tl« XS is ™id to Lni; or the images of *e 

closely related to biva, it tiie le^pic ‘massive doors’ in tiiree 

three great gods, Brahma, ^ . ’itself ^^enerallv facing East, frequently 

of the cardinal carved^t the centre of the lintel/ It abounds 

SoiroSe/cSi^gSaUUuked upls one peat composition. Over and above, rt 

^%'ach^gXVaSiuIl are the sMaH^poSt^^^^^ 

t?the1mge/rSSSSintt^ the entrance and is akin to 

His words : “I am the ’• . , - indispensable to all temples 

Apart from Bie mam leg , the Guardians of the Eight points of space, 

are the images f A?- P multitude of divine figures stationed between these 
each in its correct locatmn. The muititude o a console of its own, are 

two kinds of essential images each on etc (PE XLI, XL, XI, 

Nagas, gardnlas, Apsaras, Surasnndaris etc. (11s. Ak 

XXX^III), and certain specihc images of the lesser c,ocls. - a.- 

Fach such type of the ‘surrounding divinities’ is repeated in many vanatioiu 

ill pgpTi ptirfe: assured, of its boons and of fearlessness. . ^ 

of these figures. Each is the form of an eudunug 

Sate of bein? in which it is absorbed while its gestures give it an actuality by 
ShLh the devotee becomes arrested and is made to dwell on the 

particular state thus quickened. 

structural architecture and provide the ground for the dfeplay of S^BeST'tSSe 

rviricnitr cilliAa fA naiTitiiifirs sucli as are made even to-day on serous ipat, s » 

iefk veSca succS) : Aese would have their carved correspondence on the jambs 
scrolls to be rolled and unrolled horizontally which were known to ancient India ( x “ 
TIL- T ‘wlrLcaritra’ V • cf Kranirisch, ‘Vi§nudharmottara’, Pt. III. and ed. p. / , 
inSetion) seS have teen the prototypes of the carVings of the yoke-shaped beams ending 
aftiSe do (sS, Sthpas I; III) with a carved spiral on either side suggestive of all tne 
paiited matter ‘rolled up’ and of which only the central part is exposed on the team. 

^ Instead of the main image, that of Lak§ml may occupy this place. 

* Those of the River-goddesses, etc. ; and of the Dvarapalas. 

^ Tills refers to a PrasMa without Mandapas. ^ 1 1 i • 

Where one or several Mapidapas are attached to it, the entrance into the Garbhaplia is 
at the far end, inside the axial sequence of the Map^apas. The outer entrance to the temple, 
and which belongs to a Mapdapa, is either similar to the main entrance or it is an op 

j^y^j-L<‘varada’ and ‘abhaya’,. convey the two latter meanings and are the indis- 

pensable gestures of a divine image. 
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THE IMAGES OF THE TEMPLE 

In the images occupying the reveals or recesses on either side of an offset, as 
for example on most of the Kiiajhraho temples (Pis. XX, XIII), the relation is 
given form of the volume of the figure to its axis on the one hand and to the 
space which the image is made to fill on the other. But even though the image 
may not be so favourably placed as to display the complete possibilities of its plastic 
volume in space and yet being part of the dynamic mass of the temple, such figures 
as are carved with their backs to the wall, in front view, appear to have arrived on 
their consoles driven thither by the impact of the buttress behind them (PI. XLIV). 
There, even though the image stands straight or is seated (PI. VI) in rigid 
symmetry, its volume is yet disposed in dynamic balance around it ; the chest of 
the standing figures curving forward, has its counter weight in the roundness of 
the hips so that these figures with their backs* to the wall, seen as modelled volumes, 
seem to swing to and fro from their feet upwards in ever varying curves as' if 
rebounding from renewed contacts with the v/all and its compacted energ5^ 

The figures seem to resile charged with energy’ from the surface which they 
touch,— and not only from that of the wall of the temple but from any surface, be 
it one of their own body, leg against leg as they cross over, or as the hip is touched 
by an arm, the back by a scarf, the arm is clasped by a bangle, the bosom by a 
garland of jewels. Tactile subtleties contribute their share to the effect of these 
sculptures. In ancient India the sense of touch was given a training and purpose 
of the highest order. 

‘Nyasa’ (placing, marking, assignment) is the ritual touching of various parts 
of the body commencing with the place of the heart and ending with the hands 
(anga-nyasa). While a mantra, a sacred, rhythmic formula is recited it is thought 
of as being located in the heart, head, in the crown-lock, “three eyes”, chest and 
in the hand. 

While the Mulamantra, the ‘root-mantra the rhythmic formula of _ the main 
divinity, is recited the devotee passes both his hands three or seven times over 
the whole body from the feet to the head and from the head to the feet (vyapaka- 
nyasa). The whole body and its parts, the hand and the fingers, from the thumb 
to each of the fingers (kara-nyasa) and also each of their phalanges are touched and 
quickened thereby as living seats of God. Various parts of the body are thus 
assigned to different divinities. “ 

His body is made conscious to the devotee in his daily rites as the seat and 
place of God. This consciousness he wins by the rite of touching it at sensitive 
and vital parts. 

Nyasa however is not only performed to the living body of man, but also to 
that of the image of stone or wood, etc. (‘Mahanirvanatantra’ XIII. 289-91). As 
the body of the devotee so also is the body of the image touched in six places 
(sadaiiga nyasa). The constituent elements of the world and its principles are 
assigned to" it from the feet to the place of the heart, etc. By thus touching it 
ritually, it is felt alive with the breath of the cosmos.*^ 


” ‘Agnipurana’, XXV. 

‘Mahanirvanatantra’, XIII. 293-297 ; the 8 groups of the lettei's of the alphabet are 
thus assigned ; subsequently the constituent principles of the universe are assigned, begin- 
ning with Prthivi Tattva, the principle ‘Earth’, to the feet, etc. 
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5-6) had preceded tlie performance of Nyaaa 

are denoted by the number i6 (i6 dio-its 
eference to the images of the gods. 

Jo to linages like those of the Tlrtliaii- 

e on H. tvil the 

'STnSo^r*^ ^ iconoclasts, 

ed in stone, and most of the metal images 
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ntes performed daily and regularly cannot but have a lasting effect on 

SrperformS'-'^Thrsotf^ ^he images on udiich they 

are performed. The sense of touch becomes not only refined bv prac+ice but is 

a means of redisation and of knowledge. Endowed with so qualified a sense 3 

IZt SmpTe?”” - lavishly represented 

The smooth limbs of the images of the gods are always 16 years old • tboyr 
resilient with the sap of life and with breath. tL latter makef 

(Pl°EXXn)®“^^Th?''^ weightless in appearance despite their ample" curves 
thrmSdleTtodr'”* •“‘“'■a that of 

sr^st;r4L?iJs »xrx^ Sn » r)njel,ii 

smooth roundness of the figures and their moveS’ent accompany the 

are additional volumes of sculptural conseauence tVcT’^b headgear and coiffure 
greater gods, add height to the image (PhT EXVIT (mukuta) of the 

which the lesser gods and ooddessS ie.r.TTb I’ chignons 

globular or horn shaped bulges as required fn p^l ^ heads add their 
the balance or the linear com^sitiofyfb ° Pf ticular instance, to 

Coronets, chaplets, diadems, matted Lir etc 

required and to the adornmekt of the Sa or ^Abt u H ^^^Aght as 

XXXVIII, XL). Straight or aquiS buf ^ XXXlII, 

thus balanced (Pis. XVII, I,XI),^ always powerfully salient noses are 

Ssr— s ftrS“Ti p"rt oVr 

wall they share in its impact auH ^ ^ ^ dynamic mass of the 

completely catved if the toundXyha"^ if ’ S 
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of the temple. It carries them, sustains them in the most exacting contortions, 
bears them aloft when they are represented as flying and adds power, breadth and 
dignity to their stance when they stand firmly planted on both feet 
(samapadasthanaka) . This erect stance with the weight of the body evenly 
distributed, right and left, is classified as ‘samabhanga’ or the even bend. It is the 
first vainety in the classification of stances, they are classified in the surface, as the 
even bend, the slight bend (abhahga), the triple bend (tribhariga) and the excessive 
(triple) bend (atibhaiiga).’®. Even the strictly motionless stance is understood as 
a pai'ticular phase of movement; it balances the body, which remains in tension. 
This classification leaves out of account the writhing in space of the sculptured form 
around its axis. The third kind of movement is that of the arms and hands, their 
gestures. These belong throughout to the class of ‘schemata’, the gestures 
expressing permanent states pertaining to the nature of divinity, which assures 
fearlessness and grants boons. When the hands of these divinities hold or brandish 
a weapon this action too is a permanent quality of their nature; they cut across 
ignorance, slay the demon, etc., and these actions are correspondingly expressed 
as their epithets.” 

The carved figures are upheld in their being by the total monument, the walls 
of the temple with its progressive impact. To this movement, greater than their 
own and of which they are passive part, is added the movement of each figure with 
reference to its axis, turning and writhing around it if viewed in space, as sculpture 
(Pis. XIII, XIX), and bent variously towards it when viewed from the front, as 
image (Pis. XIX, etc., XVI, XIV). To the ‘schemata’ of the divinities of the 
higher hierarchies are added the movements of the lesser divinities whose ‘mudras’ 
and ‘hastas’, the attitudes of their hands and arms, are ‘schemata’ and ‘phorai’ as 
well.“ These attitudes and gestures moreover, while they represent the particular 
movement assigned to them, are part of the total rhythm of the body. 

The gods represented by Indian sculpture belong to definite types for they 
body forth definite aspects of divine being; the peaceful (santa), the terrific (ugra), 
etc. The iconographical physiognomy of the face is also that of the body ; the body 
of the tendfic image for example is inflated with divine fury as are the bulging eyes, 
etc. Tyi^ological iconography is a highty specified science it comprises the wide 


J. N. Banerjea, ‘The Development of Hindu Iconography’, p. 289, gives a good sum- 
mary description of these stances. 

” For example ; Durga Mahi-sasura-mardipi ; Durga, the slayer of the Demon Jlahi^a ; 
Siva Tripurantaka : the ender of Tripura. 

This distinction made by Plutarch is introduced here so as to differentiate with the 
help of an accepted Western terminology a kind of movement which is particular to all Indian 
images, though not to every Indian sculptural representation of figures. The gestures express- 
ing' movement and actions on the other hand are known under the term ‘phorai’. 

The hand holding a miiTor, flow'er, or a weapon would show a movement of the class of 
‘schemata’ ; the hand arrahging the hair, holding' the hem of a garment ■svhich threatens to 
slip dowm, etc. to the class of ‘phorai’ though the latter category with regard to these 
sculptures tends to get merged in the former. 

” The re.spective passages of the ‘Vi§nudharmottara’ III. and the ‘Isanasivagurudeva- 
X>addhati’, III., at a distance from each other of several centuries are some of the large body 
of iconographic texts carefully followed by the sculptors ; they contain specially vivid descrip- 
tions of the divine moods and their counterfeits by art ; cf. also the Buddhist ‘Sadhanamala’ . 
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range of emotions classified in 9 categories. Combined and rarefied they are the 
substratum of the divine countenance while in its structure -of ideal proportions 
ethnical traits are not forgotten which belong to the people in whose midst the 
images were made. - 

Innumerable degress of bliss and august serenity are expressed in 
. of most of the celestials, the gods (Pis. VII-VIII, XXX YII 
XXXVIIIJ ana gkndoveers (Pis. XXIV-XXVIII), and they are set ofi against the 
relative y tew types m which 'tenor', glee.»me ‘disgust’, etc., are giwn shape 
on the basis of an inflated or emaciated appearance (Pis. XXIX, LIX). Where 
however the supernatural’ is the main theme and horror and dignitv accomnanv 
it the face of the animal, the Lion mask, is resorted to (PI/L) Its Wide 
application and that of the less frequent “death-shapes” are the iudisnensub^- 
counterplayers to the eviternally beatific youth of the other gods. 

ladiance reflects the features of the people who worship them - tlmv -ir" 
difterently proportioned in North India and in the South their countenance indcil 
vanes m expression from one part of the country to the other and in each ao-e accord- 
ing to the prevailing aptitude of the realisation of supreme blis.s and peace "^Ii-rcspec 
tive however of these and other limiting conditions the inanv de?rSLn Xcdi 
latitude shines forth from the face of the image are carried on unruffled expanses of 
modelling as delicate, taut and as non-human as are the shapes of flower-uetals and 
ripe fruits. M these faces shine ; they have a silent radiaile of whSi the lips Si 

frnm^Sd^^ thought commumcat'--d 

from between steady unwinking lids (divyadrsti)== where loner ev-s in fn 1 X . u 

^Toss cheeks-though the face be shok in profilUrnTsiTlts 

upon aud is met wth by the inner light, pulsation and tea?? 

“«i thns'shm™ bf iTOgra'ot aTSs ■"iuteions i'Bthatsauihira', tvil, i.c.l 

- siiowo i„ 

"Jit This cau be sej. in Aja^g^fdSBS eimerienca 
ill. NXXVII ; and in detail sIsa l-i rh/n *o - • ’ " read in the VisnndhariPotti’-a ’ 

‘Rasadrslilakga?.affl’. In the next chante^nf .?f“^*'^°^^5!®^tradhara’, LXXXfl, dealiii? iriu’ 
the position and movement of the hands and which deals with the “64 Hastes-'’ 

face and its parts and of the heS. ^ related to timse of the 
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THE IMAGES OF THE TEMPEE 


an ever active memory, completely made conscious to itself. The place of this 
realisation is the body. The different physiognomical types particular to the 
different parts of India, are its substratum. The schools of Indian sculpture differ 
as much as the human types reflected in the images of the gods. The metaphysical 
realisation to which the images give shape requires the figure of man as reference ; 
on becoming an image, made by art, in stone, etc., it is transformed and tran- 
substantiated. The frame however, of this body made hy art is measured according 
to the perfect proportion of the body of man.^‘ 

Navatala or nine face lengths is the generally accepted rule concerning the 
height of the images of the gods.^“ One Tala is subdivided into_ 12 ahguias.*® 
Below are given, according to the ‘Sukranitisara’ IV. 4, the proportions of images 
according to their relative height of the figures — up to the root of the hair on the 
forehead. The generally accepted proportion of nine Talas being that of the gods, 
8 Talas would be that of the goddesses. Talamana, iconometry, however is not 
unanimous on this; according to the ‘Vaikhanasagama’ XXV,"’^ Dasatala, “10 
Face lengths” images are those of Brahma, Visnu and Siva; their images belong 
to the highest of the 3 sub-varieties of Dasatala proportion the Great Goddesses 
would conform in their proportion with the middle variety of the 10 Faces height. 
The respective proportion depends on the place which the god holds in the divine 
hierarchy ; the ‘Matsyapurana’ CCLIX. 1-2, moreover makes the proportion pf the 
images correspond also to those of the types on which they are based. The image 
of Visnu as Rama or Varaha has 10 Face lengths, whereas it has 7 Face lengths only 
when it represents his Dwarf incarnation (Vamana). 

Indian iconometry knows of 9 main varieties of proportions of the images 
ranging from 1 Tala to 10 Talas, corresponding to the following total number of 


Cf. also the rule for the perfect proportion of the body of man, as well as of the Maha- 
pttru§a (or the image of Buddha) : the height from the so|es of the feet up to the root O'f the 
hair on the forehead is equal to the width between the tips of the middle fingers when the 
arms are stretched horizontally (a fathom ; Nyagrodha-parimapdala) . 

See also ‘Pratimamanalakfanam’ 85-86, transl. with notes by J. N. Banerjea, op. cit. 
p. 406. 

Proportionate measurement expressed in angulas : ‘Brhatsamhita’, ch. LVII ; 4-5 ; 16-17 J 
‘Vi§nudharmottara’ III. ch. XXXV ; cf. also ‘Manasollasa’ III. ch. I. 200-205. 

in usage, a Tala — which means ‘palm’, i.e. the inner length of the hand including the 
fingers — is stated by the learned to be the (length of) the face ; cf. ‘Manasollasa’ III. I. 196-7. 
The length is usually subdivided into 12 parts or ‘angulas’. Angula, as a subdivision of Tala, 
bears no direct reference to a ‘finger’s width’ although it seems that originally the proportionate 
measurement of images had the angula as its module and not the Tala. \ 

” In South Indian images the length of the face ,is however 14 angulas. The Dasatala or 
10 Tala proportion is discussed below, in this connection. 

Each ‘proportion’, Dasatala, etc. is subdivided into 3 varieties, uttama, madhyama and 
adhama ; the highest, the middle and the least. 120 angulas being the mean height, 124 is 
the highest and 116 the least height of a Da&tala image (‘Vaikhanasagama). The ‘Brhat- 
sarnhita’, EXVIII, dividing the types of men according to their proportions into 5 classes, each 
‘nyagrodhaparimandala’, assigns a height ranging from 96-108 angulas (96, 99, 102, X05, 108) 
to the respective types of men. These would approximate to the A§ta- and Nava-tala types. 
Further sub-varieties are also known in South Indian Talamana ; latitude in following the 
canons is given to the image maker, and this too is classified (see J. N. Banerjea, op. cit.. 
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angulas successively : 12, 24, 48, 60, 72, 84, 96, 108 and 120. Tlie series is built 
up by adding 1 Tala or 12 angulas througbout. The total height, in each of the 
9 types of proportionate measurement, is distributed in 9 divisions, face neck etc 
(see Chart), in close correspondence to the Navatala or standard type of 108 aho-ulas' 

Out of the nine varieties, the 4 types from Saptatala to Dasathla have the widest 

currency. 


Vertical Proportions of 4 Main Types of Indian Images, 


Type of Image 


F'ace 

Neck 

Neck 

the 

From 

Navel 

Thigh 

Knee 

Leg- 

Foot 


to the horizontal line connecting 
nipples ('‘heart'O 

these- to the navel C'belW ; udara) 
to genitals {'‘lower helly'^ ; vasti) 


Total Height 


***' I Tala = 12 angulas. 

I The figures give the number of angulas 



same, 12 angulas throughout, but for theValatala'' the 

thigh and leg being as usual ti^'e the"hei<lt of'^thf “heart section; 
moreover, is added to complete the number 1 90 T^r tS \ angiila, 

proportionate measurement is constructed 

images. It approximates most closely the “sectio divine 

of the .West; there the navel divide fi,« + f i t ^ classical statuary 

perfect human body in this proportion.®® ^ ^ ^ figure — and of the 


Mt of the three canons of 
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The Tala system, in the Sapta and Asta-tala types, is relevant, with regard to 
the total height only. Their several proportions however are not regnlated by it. 
The Tala or face length is not the mc^ule of these images. Then propOTtions are 
based on number, which is correlated to the main divisions of the body, hhe module 
is the ahgnla; the measures of the single division are its multiples. At tne same 
time, — excluding the height of the face itself — ^the organic proportions of the 
Navatala type are adhered to (see Chart). Thus the less generally^ valid, he less 
perfect proportions are admissible for images lower down in the hierarchy of the 
images ; they are fit for dwarf and child incarnations. 

In the general, the Navatala type, the main proportions are worked^out on the 
principle of organic differentiation similar to that of Byzantme art, the only 
difference being that ‘Face length’ is given in the Indian image to the knee, 
whereas in the Byzantine icon no height at all is provided for the knee and ^ 
‘Face length’ is added as height of the skull. The Indian Navatala image thus has 
relatively long legs and a relatively short tnink — ^the images of goddesses, having 
this proportion, especialty those whose bodies sway and turn around their 
vertical axis in space, are seen with foreshortened trunks on pillar shaped legs. 
(Pis. XIII, XV). 

Height, not included in the canon, is added above the line divi<fing the hair 
from the forehead. This is considerable. Most of the crowns of the Greater Gods 
surpass the height of their faces, and the head together with the crown orms one 
sculptural unit (Pis. VI, XVII, LIV, TXH, LXX) ; the-invanably crowned- 
images of the gais thus exceed the proportions of the body in its likeness to that 
of man. 

The Indian system of proportionate measurement of the body of the image is 
based on number, organically correlated to the body of man and its main divisions, 
a face length being the module. From thin system, laid down as Navatala, modi- 
fications ramify; while they maintain its principle as far ^ possible, tney also have 
recourse to the lesser unit of measurement, the angula (1 Tala = If a:^ulas),^ accord- 
ing to which a more mechanical subdivision of the total height is effected. 

As far as the proportions of the images are based on number so are their 
isocephalous rows on the upright walls of the temple (PI. XLIV) akin in their 
vertical rhythms to those of the groups of mouldings coherent in their proportions 
and forming a broad band on the socle (adhisthana) of the temple, on its walls, 


In these types of proportionate measure of the image, ancient Vedic numbers survive. 
length known as a ‘puru§a’ or a ‘vyaina’, a man’s length or a fathoin, was the imit or measuring 
the Fire-altar. This length is variously given as 120, 96 and also 84 angulas (ct. rart i, note 12). 

In South Indian (metal) images of a relatively late period and also in presCTt practice, 
the total height is divided into a number of Talas (10, 9, 8, 7 or 5) cf - Some Hindu bilpasastras’ 
by W. S. Hadaway. ‘Ostasiatische Zeitschrift’, 1914, P- 37- This agrees with ttie ancient 
Nava-tala type. . 

E. Panofsky, ‘Die Entwicklung der Proportionslehre, etc. ’ (‘Monatshefte fur Kunst- ■ 
wissenschaft’, 1921-22, pp. 188-219)- The height of the body being g lengths, that of 

the trunk is 3, thighs 2 and legs 2 ; is the height of skull, foot and throat. 

The more ancient treatises on Talamana, the ’Brhatsarnhita’, EVII, etc. measure 
according to angulas only. 
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similar though narrower belts of architectural profiles alternate with the belts of 
images ; though the limbs of the latter are more richly interlaced their proportions 
in the vertical are as pure and also allow for modifications as those of the many 
variations of the zones of architectural mouldings. Thus the images do not onty 
come forward from the walls, but are part of them also in their proportions. They 
occupy each its proper position according to the Vastupumsamandala.'’'’ 
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OF ENTRY AND EXIT: 

Approaching the image or Lihga in the Garbhagrha (PI. V) it appears framed 
by the door which leads to this inmost sanctuary. With the wings of the wooden 
door opened, during Puja, the image is seen by the devotee in the middle of the 
door.-;.'the frame of the door is also that of the image ; the distance between door and 
image is translated into colour and atmosphere. Having the image for its centre 
and subject, this picture is framed by the door- way with its carvings on sill, jambs, 
and lintel. The several parts of the door-way as given in the ‘Brlaatsamhita’ form 
a geometrical progression ; the width of the threshold being equal to that of the 
door-jambs, the width of the door-wa 3 r or entrance is double of each ; and its height 
is twice the width. Similarly also are the parts of the door- way proportioned, 
assigned as they are to various images and carvings. At the bottom are the large 
figures of the Guardian divinities of the door, etc . ; the 3 r occupj^ ^ of the height of 
the door. . 

These pure proportions of the early texts are the basis on which are worked out 
the many variations of the sxmimetry of the door and temple (PL V). Each Prasada 
is a composition of its own; in it the original proportions and themes are composed 
each time in a new consistency. 

The name for the antepagments of the door-jamb is ‘sakha’, meaning ‘branch’. 
A number of branches were fixed in the ground, tied and bundled together originally ; 
3, 5, 7, or 9 contribute their stems to the varied vertical mouldings of the door-jambs 
(Br. S.LV. 14). The horizontal themes of sill and lintel, add their balance ; the aug- 
mentation of the lintel by repeating and varying its horizontal themes twice and 
thrice, similarly the raising of the threshold by one step or more, increase the 
effectiveness of the door from a place of entry to one of display.** The door “frames’ ’ 
the image and this frame is wrought with many carvings. It appears as if the many 
divinities carved on the door frame belonged to the image in the Garbhagrha, were its 
‘pari vara’ or “surrounding” divinities. 

The meaning of door and image is closely connected. The divinity to whom 
the temple is dedicated has his symbol or image in the Garbhagrha ; his image, as 
a rule, is also carved, on a small scale, on the centre of the lintel. He presides over 
the entrance and his gate-keepers (dvara-pala) are stationed below, to the right 
and left, at the door-jambs.*'"' These guardians of the threshold flank the gods and 
symbols of the enti;;|.nce. 


'■’* The incorporation of the free-standing Torana into this surface of display can be seen 
from the rock cut example in Nasik, of lOo A.D. approximately, onwards. The division into 
rectangular panels, each with a relief composition of its own is derived from such Torana 
compositions as are preserved in Sanci. See also Part VIII, note 6. 

The Dvarapalas bear the weapons, etc. by which they are recognised as belonging to 
a particular god ; they are Siva-dvarapalas, or those of Brahma, Vi§nii etc. cf. ‘Rupamaiidana’, 
II. 13— 17 ; Tll. 65—70; IV. 102 — 107. 
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Carved on the centre of the threshold (‘udumbara’ ; ‘bhuvahgama’) is a long 
stemmed full blown lotus, symbol of this universe in which divinity is established, 
symbol also of the state of dispassion of the .Bhakta in which divinity is revealed 
to him. None may tread on it.*° It is the mark of the threshold, above it, the image 
in the Garbhagrha appears raised to the Bhakta who approaches it ; and, w^hile he 
or the priest is about to enter the innermost sanctuary he too is raised to the status 
of divinity. 

In this respect the door is God through whom man enters into the presence of 
tlie Supreme Principle which is established in the Garbhagrha and has its seat in 
tlie consecrated image. To be able to enter into the Supreme Presence, man has 
to undergo a transmutation, for only when he has acquired a celestial body himself 
is he qualified to pass the company of the gods and confront the Supreme Presence 
which is beyond form and dwells in the image of the divinity of the temple. The 
transformation or regeneration which man has to undergo is promoted bv' the 
divinities carved on the door-jambs. 

Most conspicuous and significant are the large images of the River-goddesses, 
often accompanied by their retinues, their figures being set against the several 
Sakhas. Above their groups are carved and repeated in many panels such shape.s 
and configurations, in which life is young and quick ; procreative couples on the 
posts, and baby-shapes of Ganas (“quantities” of celestials) amidst creepers 
rambling around the door-way. Serpents are interlaced on the door-way of Visnu 
temples, especially.®® 

Thus they enclose the door ascending in an unbroken continuity of swaying 
creepers, superposed and in panels, each filled with a sinuous pattern of limbs 
rounded with the sap of youth ; all these are sculptural metamorphoses and elabora- 
tions of the theme of the River-goddesses for it is from their waters that the_v arise. 

The Rivers have their source and origin in heaven. Thence they descend to 
earth.®® ^ On tlie entrance of the early temples their images are carved to either side 
of the lintel (‘patanga’; ‘urdhvapattika’). On its middle the image of the main 


rmj 



its de';;c(.> ; ho^s of gods dance, rejoice, are present at the moment when the threshold \i 
bemoiassed._ Thus the compartments of the door sill are replete with them ; or else Kirtti' 
mitknas or Sarduks (see below) flank the lotus stalk, etc. 

Temple of Rajiva Rocana, Rajira (AS! ; C.I. Photograph, 1903-4, No. 2101). The 
nam« of the antepagments denote the themes which are carved on them, ‘patra’ ; gandharva- 
.sakha, etc., the one covered with a leaf pattern, the other showing dancing genii (Cousens 
Arcmt. Ant.’, op. at. p. 27). 

F' K descent of Ganga and Yamuna is narrated in a rock carving at 
r (Coomaraswamy, ‘Yak§as’, 11 . PI. 20). In temples 

; ib. PL 21) the images of the two River goddesses are carve.! tr 
the of the door lintel, also if rarely, in mediaeval times, of which 

an eLmSf % entrance to the Rihgaraja Temple, Bhuvanesvar) h 

an example. In this small shrine, of c. the loth century, the position of the River Poddesse« 
IS the same as on the temples of the Gupta age. goaucssc. 
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divinity of the temple, and to either side of it those of other great Gods are carved. 
This then is the celestial region whence the rivers have descended, Gahga, the most 
sacred of all, celestial Mandakini, and also Yamuna. From heaven they have come 
to earth ; in the later temples their images ai'e stationed on either side, at the bottom 
of the door, the current and ripples of flowing waters are in their swaying stances. 
To look at them is equal in effect to the ritual bath in their waters, especially in 
the most sacred water of the Ganges. The energy of the waters is so great that_the 
bath itself confers Diksa, initiation (‘Maitr. S.’ III. 6.2) : Ablution, transmutation, 
and initiation are effected at the entrance. This indeed is its initial and essential 
meaning in sacred architecture for initiation is derived from 'in -ire’ meaning to 
enter’. The pouter of the flowing waters is in their celestial nature and origin. 
None are as sacred as those of the Gahga who in her celestial form is Sakti." 

The presence of the Rivers purifies the devotee from all taints of his human 
state. It is equivalent to a bath taken in the sacred waters.*^ The entrance to the 
Garbhagrha is the sculptural metamorphosis of the natural T irtha. The door-vvay 
is an iconostasis of the descent of the Rivers, of Sakti ; and of the ascent of Ihe 
competing for its lieaventy origin in tlie creepers rambling upwards on the ^branches 
(sakha) of the frame, in the multiform concatenations within their stalks and, on 
each single Sakha, in the sequences of lovers ('mithuna’), prancing chimaerae 
(sardiila) and jubilant spirits (gana) (cf. Br. S. LV. 15). All these have their 


'‘"The celestial region is also indicated on the lintel by a frieze of the Navagrahas, the 
nine planets, in some temples (especially in Orissa) ; there, the image of Lak§mi is genera y 
carved in lieu of that of the main divinity of the temple. 

“ In their iconographically complete ‘images’, the River goddesses, Gaiiga and Yamuna, 
are carried bj' their vehicles (vahana), the Makara, the first of all the sea-monsters^ and 
tortoise, respectively. In the first is embodied the power of the water itself, which is feartui 
and benign ; the latter does not refer to the water itself but to the stability at its bottom. 
The Vahanas however need not be represented nor any water vessel as attribute of these 
Nadidevatas while their figures are carved, as a rule, to the side of the threshold from t e 
seventh century A.D. onwards ; their images sometimes are very large and fill the length 
of the door jamb (Kharod, Bilaspur, C.P. ; ASIAR. 1909-10, PI. V.a.) whereas elsevvhere 
they are assimilated to those of Tree goddesses (Vanadevatas). The iconography 01 tne 
entrance is not everywhere complete ; plain architectural shapes of the Sakhas (Raikona 
Temple, Nalgonda Distr.) belong as much to relatively late temples as purely floral _ serous 
and lozenges" only constitute the carvings of the door jambs of earlier temples (Sittesvar 
Temple, Candravati, Jhalawar). The widest possible latitude was given to the craftsman to 
draw selectively from the iconographical repertory of the entrance. 

River goddesses attending upon or accompanying a Naga are represented in the Ainara- 
vati reliefs (Coomaraswamy, Yaksas, II. p. 70)- A Yak§inl Sudarsana standing on a Makara 
Vahana however is carved also in Bar hut (Barua, ‘Barhut’, III. 74). Nagas, dwarf shape ^ 
Ganas, etc. belong to the wdder circle of the River goddesses when they figure on either side 
of the threshold. _ ,, 

The Goddesses, as shown by the ‘Isanafivagurudevapaddhati’, III. XII. ao-21, as weu 
as by a North Indian inscription of the Vaidyanatha Temple, Baijnath (Kangra) are River 
goddesses (Vogel, ‘Gafiga et Yamuna dans I’lconographie Brahmanique’, ‘Etudes Asiatiques > 
1Q35. PP. 387-88), whenever they are carved to the right and left of the threshold whether 
they are equipped with all, or most of their attributes of identification as at Kharod (Bilaspur), 
Bajaura (Kulu), Dah Parbatiya (Assam) or on a door frame in the Indian Museum, Calcutta, 
oynot./';: ‘ 
cf. ‘Brahmavaivarta Phirana’, II. X. 48-52. cf. Part I. 
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support (dhr) on these waters, are borne by it. Thus is illustrated the knowledge 
that the waters are Dharma (‘Satapatha Brahmana’, XI. 1.6.24), the support of 
Life and generation ; of a new birth and a transformed body. 

Upwards and downwards are the images arrayed at the entrance when its broad 
frame is seen as a surface of display. ‘Historically’ too, the river goddesses have 
descended from the high positions on either side of the lintel to their stations on 
either side of the threshold; from there now the creepers ramble upwards, to tlie 
lintel. Beheld however in the dynamic impact of its carved Sakhas, the Rivers 
and the host of gods seem to have thronged out from the Garbhagrha : in this dark 
‘cave’ they have their source. 

Having come forth from the darkness, young and dazzling in their vigour, 
the river-goddesses conduct from the level of the threshold not only the glance of 
regenerate man. They foster and nourish not only him in his new born state but 
they strengthen also the seed and embryo (garbha) of the temple which had been 
deposited to the right of the door— below the door-jamb — and prior to its having 
been set up (Part IV, p. 126). Thus their presence, position and movement drii .v 
upward and reinforce the subtle parts of all the elements which constitute the Seed’''* 
of the ‘body’ of the Purusa, which is the structure of the temple. 

The inception of a new life is beset with dangers. The guardians of the 
threshold thus are the most enduring images of the door^^ where perils must be 
warded off and contamination with the impurities of the world prevented. They 
bear the weapon and traits of the particular god wLom they sen^e in each temple 
and they frequently exhibit hi!s ‘fearful’ aspect.^! Thus they are the agents of the 
image in the Garbhagrha, and of its smaller v^ersion in the centre of the lintel. 

_ The iconography of the entrance has a double function. It belong‘d t:- the 
main deity of the temple who— as Christ— said of Himself “I am the Door” (J^hn 
X. 9). In this function the door-frame is also that of the image in the Garbh;igrha, 
its place of manifestation. In this function too, the Ghanadvaras, the “massive 
doors’^ or niches, on the outside of the temple have come to enshrine various aspects 
of divinity in which it manifests its presence. 

The door however in its original function and open, is at the same time the 
place of the threshold and entry _ or initiation. The iconography of the River- 
^ddesses is effective in this function where the door is a structural equivalent of a 
Tirtha. ^ The one or the other aspect prevails in the carvings of the entrance 
Where its _ xmtiatory function predominates, the goddess Laksmi, bathed by 
elephants, is carved as the central image of the lintel and not the special divinity 
to whom the temple is consecrated. Laksmi is Varuni, the energy and wealth of 


" ‘Jaimimj-a Up. Brahniana’, III. 6. 

« mi' Sutra’ III. 1-3. Comm. Sankaracarya. 

4.1 positions in the earliest and in the latest temples. 

Mahakala, for example, to the left of the door of a Siva temple (I P 1 r verse s-’i ■ 

tKyin- toX'^nld 1 amongst the Guardians of the threshold, 

(?) p,' 5®“*“'' Bro-K- «..<1 Kultedar- 

316 






SYMBOLS OF ENTRY AND EXIT 


the Waters. Varunaj their Lord, the Asnra (RV. VIII. 42. 1), rules over the gods, 
encloses them/® he is unseen and deathless (RV. I, 164. 38; X. 85. 17-18). It is 
to this greater and deathless form of the Supreme Principle that the door leads as 
the place of ^initiation'/^ 

Facing the entrance, outside the Prasada,.: in- the open^ {Pis. LVIII, ■ XXXVI)j 
or in the Mandapa (PI. LII), is the image of the Vahana, the vehicle of the divinity 
which is enshrined in the temple. Carved in the round, self-contained as form and 
sjT-mbol, the Valiana ‘conveys" the deity. The theriomorphic image, the Vahana, 
is, it appears, as ancient as any temple while its position is outside tip 
entrance, it confronts the temple or the image in the Garbhagrha with which it is 
coaxial. No other sculpture or part of the building is so placed. The Vahana is 
a counterpart of the image enshrined in the Prasada and framed by the door-way. 
It'leads to, the ■entrance. 


In its double function as place of *exit’ or manifestation of the deity and as place of 
entry of the transformed Bhakta, the door, called Mukha (mouth) is akin to the ‘‘Kirttinmkha” 
(see infra). 

In^principle, the temple has 4 doors (cf. Part V, notes 69, 73), facing the cardinal 
points (‘Isanasivagurudevapaddhatib III. ch. XII. 17). They are Santidvara : the Door 
'Teace’% in the East ; Vidyadvara, the Door /‘Knowledge** in the South, Nivrttidvara, the 
Door “Turning away from the world** in tlie West and Prati§tha<|vara, the Door “Firm 
basis** in the North. These four names are those of the four Kalas, the ontological part- 
aspects of manifestation, according to Saiva terminology. 

Their hierarchical sequence is, beginning from the lowest Kala : Nivrtti, Pratistha, Vidya 
and Santi. All these doors however lead to the fifth and highest Kala, and to the Supreme 
Essence of the Pure Principles. 

Cf. The animals carved in the round on the top of Mauryan pillars (3rd century B.C.) 
and the representations on seals from Mohenjo-Daro (Sir John Marshall, ‘Mohenjo-Daro and 
the Indus Civilisation*, PL CX VI. 3 and 5),, of an animal figure placed on a platform on 
top of a pole, and carried in procession. The Garuda-Stainbha in front of a VivSnu temple 
appears as a lineal descendant of these most ancient Vahanas. Nandin, the Vahana in the 
Mandapa, directs the approach (abhigaiiiana) to the Garbhagrha (PI. LII) ; placed outside 
the temple it regulates the circuxnambulatiou (note 1, Pt. VIII). 


the 'WINDOW : GAVIKSA 
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a rectangular niche; in addition there are manv (ghana-dvai;a) oi 
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of the Prasada; while they are “massive doors”, the others are “massive windows”. 
These are invariably curvilinear; a circular or nearly circular arch encloses the 
internal space, a pointed arch outlines the Gavaksa. The archivolt, the face between 
these arches, is variously carved. 

The shape of this window is derived from the curves of light bending wood, 
such as bamboo or branches. The outer arch results from two branches being fixed 
at the bottom and their heads tied together at the top ; an end piece of the arch 
marking the place of the conjoint ends of the branches ; or, the extension acts as a 
prop for a carved symbol, such as a lotus flower which it carries on top ; or the mask, 
called Kirttimukha, covers it completely, widens the area of the extension and 
gather in its shape the total meaning of the arch (Pis. XL VI -VIII). “ The inner 
arch of the Gavaksa has a continuous, round curve and is derived from one branch 
being fixed in the ground at both its ends.” Where this double arch is part of 
the roof, the inner barrel shape as well as the gable arch are kept in position by a 
thong or withe ; the tie-rod together with the arches were copied in heavy bent 
timber and ultimately in stone or brick ; the arch, as a rule remains open at the 
bottom, the ‘tie-rod’ forming the base of the image within the Gavaksa (Pis. XLVII- 
VIII).” 

In its largest form as exemplified on the Hindu temple, the Gavaksa is an 
antefix known as Sukanasa; it shields the structural opening of the Sikhara or 
superstructure (Pis. XLVII-VIII) ; there it has, on the temple, its original and 
leading place. It may however be repeated on a lesser scale in the three other 
main directions, in front of the central buttress. In South India it is placed at each 
cardinal point of the Sikhara or dome shape of the ‘High Temple’. In its particular 
Dra vidian version beset with flames it blazes forth from the many chapels on each 
Bhumi ; varied in size and the elaboration of its details. 

Such Nasas (Nasika ; Kudu) are also repeated horizontally on the Kapotalis 
or cornices ; there they had their place, originally, as attic windows, in which form 
they have figured^ since the days of Barhut. Thus the Gavaksa is originally a 
dormer or gable window and it retains as its outline the shape of the arch of vegeta- 
tion, the shape of Prakrti.” 

On Nagara temples, the offsets of the Sikhara are each enmeshed and covered 
by an unending web of Gavaksas;” where the Sikhara consists of offsets only it 
appears shrouded in Gavaksa-lace ; so are the grngas and Tilakas ; on some temples 


Cf. Part IV. The arch described in the ‘Apastamba Srauta Sutra’, and the arch of the 
chapel, the Budirghar, set up in the celebration of Holi (Part V, p. 159). 

A completely circular opening however occurs, though rarely, in Gavak§a patterns, or the 
inner arch may appear as gathered into a point at the bottom, in the centre (PI. XLVIII) ; these 
however are variations of the Gavak§a net only and not of its more important larger versions 
such as the Sukanasa, and the various kinds of Nasas 6r Nasikas, Surasena, Simh'akarpa, etc. 
{‘Samarangapasutradhara’, LVII. 37 ; 924 ; #7 5 ‘Ka^yapasilpa’, XXII). The curvilinear edge 
is responsible for the appellation “nasa” ; cf. Sukanasa, the parrot’s beak. 

” Cf. the so-called “Caitya hall window” of Buddhist Caitya halls, the “Sun window” 
rvhich is the correct name of the Caitya hall window. It admits the light of the Sun which 
reaches the Caitya or Stupa at the far end of the hall. 

“ See Part VI, p. 214 ; also Kramrisch, ‘Kalifiga Temples’, JISOA, vol. II. pp. 43-60. 
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tliG buttresses on the perpendicular wulls ure siniilurly overspun. /The niclies 
also whether on the walls or on the socle of the temple, are similarly crowned. ’" 
Gavaksa is usually rendered as “round window” or gable window.’" But 
Gavah (plural of ‘Gauh’) are the rays of the sun (Sayana, on RV. VI. 64. 3) The 
ray as well as the sun is called ‘gauh’.®“ The first part of the term Gavaksa means 
Sun or ray and ‘aksa its second part, means axle, pivot, wheel, curve and eye. 
Ray-wheei or Sun-arch would be appropriate translations expressive of the symbolic 
function of the Gavaksa on the Hindu temple. “ It is not to admit the rays of the 
Sun into the temple, for the ‘windows’ are closed and as solid a part of the wall as 
are the massive and impenetrable doors. They are not meant to conduct the light 
of the sun to the image within the dark Garbhagrha ; on the contrary, their original 
function as windows of the houses of man is negatived on the Hindu temple, the 
house and seat of God. He is the Tight as He is the Door. The presence of the 
Devata, the Shining one, sends forth his splendour in the darkness of the Gar- 
bhagrha and upwards across the innumerable ‘ray-wheels’, ‘ray-eyes’, or ‘sun- 
arches’, the Gavaksas, by which the body of the superstructure of the temple is 
covered. The retrovert sense of the Gavaksa has the same paradoxical logic as the 
impenetrable door. The house of God is other than that of man ; its parts though 
similar in form and name function in the opposite direction.®^ The door is^biocked 
and so is the window ; they are parts of the massive body of the temple. 

The deity looks out from the innumerable windows of the temple. In these 
symbolic wheels and arches, shapes are frequently canned which further illustrate 
their meaning. In the relatively most ancient Gavaksas of temples, the face of a 
celestial looks out (Gandharvamukha)“ or a lion is framed by its arch as on the 
Sikliara of the Parasuramesvar Temple, Bliuvanesvar, forming part of an almost 
pictographic language, for the Lion is the solar animal. Celestials or Lions look 
out from_ the temple towards the devotee on whom the light is shed from its dark 
source within, across its massive walls and closed windows.®' 


f 
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vapanama i ample, Jr-aftadanal ; also PI. EXXI, III. note 50. 

'" Modem interpretation by Indians calls it "cow’s eye” following a popular etvmologv 
forgetful of the original connotation, though the word for cow is go (gav) and ‘ak.sa’ denotes 
the eye. These two meanings are however not the only ones of the two parts of 'which the 
word Gkvak§a consists. The Vacaspatya’ definites Gavak§a, s.v., as that by which the vavs 
of the Sun^~or the waters — penetrate and pervade* 

“I “gauhi” ; ‘Sama Veda’, I. 2. S34 ; ‘Nirukta’ IV. 25. 

^ ,RV. VI. 56. 3 ; 'Nirukta^ II. 14. 

Ray-wheel, rnoreovep would correspond to the construction of some of the earlier 
uavak§as with their radiating internal frame in the imitation of the wicker work bv which 
the inner circle was hlled. ' ' ' 

^ Ihese dispositions of the visible, of light or darkness, have their equivalent iii 
emancipated or reyerse thinking (Coomaraswamy, ‘Angel and Titan”, JAOvS, vol. rs p 40V) • 

Sgafnjfth? reversed (pratyanc) nken it turns 

■ Jouveau Dubreuil, ‘Dravidian Architecture’, p. 12 
^ (Vl^pudharmottara’, III. ch. RXVII. 8. 

^ The small round aperture in the Jala or web of Gavaksas, in Latas etc. are frecniemlv 
uarrowmg rings, forming all-round steps which lead to the deep central 
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The Gavaksas in their retrovert function allow the luminous nature of Divinity 
to penetrate the solid masonry of the Prasada; it leaves its superluminous darkness 
within the deep eyeholes of the Gavaksa.*® On Sikhara, Bhumis and Kapotas, the 
rows and webs of Gavaksas hold in their rounded contours a central darkness, 
dispersed in infinitesimal points in the texture of the Prasada. 


The Gavaksas— especially of the Sikharas of Nagara Temples which they cover witli 
their web— have come to denote an indefinite number of the shrines of the gods which the- 
indicate ‘pars pro toto’, and which have been coalesced in one total mansion. On the Bhumis 
however of the South Indian Jati Prasadas the various chapels of the gods preserve th-ir several 
shapes intact and bear the variously large Gavak§as, the Nasas and Kudus, as frequentlv 
repeated, though always detached, shapes (Fig. on p. 187). 


81 


321 
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Door, niche and window are the architectural s 5 ''nibols of the passage of man 
to God and of the nearness of divinity ; they are places of initiation and manifesta- 
tion. To them adornments are added which enrich and illustrate their meaning. 
They are carved in the likeness of animal and man but do not represent them for 
they do not portray things seen ; they give form to the contents of realisation at 
their proper place, the door, the niche and the window. Pre-eminent amongst them 
is the Face of Glory, the Kirttimukha. Its essential place is at the apex of the 
Gavaksa. It figmres most prominently on the largest Gavaksa of Nagara temples, 
called Sukanasa, the antefix of the open arch of the Sikliara (Pis. XL VII, XLVIII, 
L.).‘^ On Hastipnstha temples it looks over the apex of the arch of the fafaoe 
(Kapotesvara Temple in Chezarla, Guntur). On Dravida temples it dismisses from its 
mouth the arch crowning each chapel or each of the attic windows of each chapel in 
the parapet of the Bhumis, the store 3 ''s of the superstructure ; the Kirttimukha is also 
carved on its cornices and tho.se of the wall of the temple.®® But tlie Face of Gloiy 
does not only crown the arches of the window openings on some temples it does 
not surmount, but fills the opening of the window.^® Varied in certain details of its 
appearance it figures for example on the apex and also within the ‘opening’ or 
surface of the Gavak.sas or Nasas of the Great Temple in Tanjore (Fig. li, p. 187). 

The Face of Glory has its main position on the apex of the arch or in its centre, 


67 . 


’This blind, necessitated by the open trabeate arch of the brick or stone construction is 
made level with the fafade of the Antarala, the small porch in front of the Prasad a ; it is its 
superstructure (PI. XfrVIII). Repeated on a lesser scale, on the Sikhara in the renuiiuinp 
cardinal points, it adheres there more closely to the central ofiset (lata ; papa ; Pis. XUII, 
XX'V, XXVI) ; on v5riigas and Tilakas it forms itself the central offset by vertical repetition 
Jind diminution (Pis. XXVI— IX), an intennediate stage between the Gavaksa of the 
Siihanasa and the Jala yr net pattern covering the whole Xata or offset. This blind dues not 
belong to the original Sikhara made of boughs, the ‘Tabernacle’. 

On the apex of dormer windows, the Kirttimukha is carved in the rock, on caves XX^GII 
and elsewhere in Ajanta, in the seventh century A.D. Cf. Kont-gudi Temple, Aihole. 

,, ““ It o^upies the place of the ‘keystone’ of the arch on the Torana or halo (Prabhu- 

lorana ; Tinwasi) of stone steles of images, specially in Eastern India (from about 900 A.D.) 
and of metal images in South India. Cf. its r61e in the architecture of Java, etc, 

Durga Temple, Aihole, sixth century. 

The position of the Kirttimukha on ton or at the head of a buildina has its corresnondence 
when worn on the head of im_ages of divinities ; one of the earliest known examples of the 
Kirttimukha is carved in Amaravati, in a relief of the last period, representing the Rrunatwaniu 
Stupa ; It figures as an ornament in the crown of a Naga, ind century A.D. ; C. Sivaramamurti. 
Amaravati Sculptures m the Madras Museum’, Bulletin PV, PI. XXI. i. A head of a Siva 
iraap from Mathura (in the Curzon Museum, Muttra) of the 3 rd- 4 th century has a Kirttimukha 
in Its headdress. Pearl strings and a pearl pouch, in the middle hang from its mouth ■ tu'u 

having a Kirttimukha in ilm 

'I ^ Kirttimukha figures also in the Karandanmknta of 

a Dvarapala from South India, Coomaraswamy, ‘Yak§as’, I. op., cit. PI. iS. ’. To tliis dav it 
IS part of the coiffure of the dancers in Cambodia. ’ ' 
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the front of the threshold of the Garbhao-rha^' to either 
side of the lotus stalk in tie centre ; it is moreover seen as a reSSfye motile aW 

^ temples^ where it is known as ^Grasa-pattika' (S S LVII^ 

' E'? Rahurmukher-mala in Orissa; it is ako' carved on either 

side of the steps at the base of South Indian temples"" and forms the ‘beo-innino ’ or 
the centre of carved panels of the ‘Vedi’ (PI. IX). Deginnmg oi 

of GloryThrlirtlrmuk^^^^ '''' Face 

or ^iory, tne ixirttimukha. The countenances of animal and man are fncipr! I'n tPr'c 

Shk SSl modelled over the dark grin of 

the Lki'k fS ^""it k W?e? therefore also known as Simha-mukha, 

7t° n ^ J . fps tiorned; the frown on its forehead (simha-lalata) is oathered 

bhU^5thTfv?Si''''^7n^"!'" torn like exteLions of tlm 

1 •^1 . r g bes. P hese piotiude from deep sockets, in the fury of breatliino" 

rrf? the horns of the dragon with the pouches of the lion’s Cheeks The 

out-breathing of the animal, the globes and curves of its Mask, are held n check 

by the central vertical, the nose, which inhales with vibrant nostrils 
hormonta bridge below the eyes and across the nose, whik 
between inspiration and expiration. The inspiration is through the nosT an im 
drawing of scents which the earth below sends up. * 

The Kirttimiikha is made by art; multiform and protean"® it is one of the 
|sen lal symbols in which the Indian craftsman thinks, ft cokeyrsu™ 

onaXstualS IX foundation; it is carved at the apex of the arch, 

p-esenlpXyilSS 

“krxX^iL':Stai^■- 


see bdS.“‘’'“' : of- ‘Padmapuriitia’, Uttarakh.nja, XI, 

'■ “utury 

arch like curve of the side of the <; -eoflrW.' r Pi ^ examples, the 

CKfa in the open'iaw of a KirttimS, ad “»»- “'f 

A Kn^ja vei-siou from Nasik is illustrated in ASIAR, igs^g’, h vil ’ ’ 

.g-aya “ frequent, for example,’ carved on the railing of Bodh- 

century ; ^Tandimau’’f^ASIA:R^^i9r'i!il^^Pl°°I^xMnf°^tS^”^^^^^ at Rajaona (5th-6th 
Indian representations but they for^ parf of the Tfbetan^ersi^^^^ “ 

vol. Vl/p. gT/iady^^gTat"^^^^^^ JIf A. 
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It has its most explicit form on Indian temples from the_ tenth century onwards, 
were it is placed on the apex of the Gavaksa of the gnkanasa, etc. and comprises it. 
The Face of Glory generally is an incomplete face and has no lowei jaw . instead, 
below its tusks, from within its mouth, issues the arch of the Gavak§a toget :ei with 
the many forms on, within and around it (Pis. XLVI- /III. L.). The archivolt is 
filled with a scroll fulPof 'Ganas and music in its convolutions (Pl_. XGVil). On 
Orissan temples (Muktesvar, in Bhuvanesvar, etc.), a bell on a chain dang es from 
the centre of the archivolt ; spirits of the air are seen flying towards it. Ihe outer 
edge of the arch is variously beset with curly carvings ; foam, flames and ivings aie 
born there These belong to and extend from Makaras which lie at the base and 
form the ends of the arch (Pis. XLVII and XLVI).” In this combination, the Face 
of Glory is known as Kala-niakara.’* Makaras moreover frequentn’’ issue iioin 
beneath the pouched cheeks of the Kirttimukha (PL L). 

The inner circle of the arch of the gukanasa, etc., as a rule, is not closed below, 
but on the level of its horizontal tie-rod rests an image, a particular aspect of the 
divinity of the temple (Pis. XLVI-VII), or the inner circle is filled by a lotus flower 
or the face of a Deva or Asura (Brhadisvara Temple, Tanjore). The lotus in the 
Gavaksa in some of the earlier temples (Muktesvar, Bhuvanesvar) corresponds to a 
lotus at the apex. The lotus at the apex is also carved in Eastern India on the 
Prabha-Toranas of steles; there it precedes, and is analogous in meaning to the 
Kirttimukha; lotus (stalk) and Kirttimukha are also the symbols of the threshold. 

The Face of Glory has, in the main, the physiognomy of an animal. In and 
around this ‘animal caeleste’, lion and ram, dragon and serpent, fish, bird and man, 
combine. Breath inflates and death hollows its face. 


Whose is the glory, whose the Face ? Its forms and narnes give the answer. 
The Face of Glory is known as Grasamukha in Western India, as Rahur-niukha 
in Eastern India. It is also known as Kala. ‘Gras’ means ‘to devour’ (cf. the 
Chinese T’ao T’ieh) and also ‘to eclipse’. Rahu causes the eclipse of the Sun and 
Moon. His name also designates the eclipse itself. Rahu is the Caput Draconis, 






p. 45 f ; cf* also a corresponding face, in E. J. Millar, 'English Illuminated Manuscripts from 
the loth to the 13th century^, PL XI, from a loth century Psalter. 

The Gorgoneion, "an awful monster’s grizzly head” sent up by Persephone from Ilados 
('Odyssey’, IX. 633 f.) is a cognate Head, with glaring eyes, protruding tusks, etc. The 
monster’s Head itself is the monster. 

'Foam’ in the present example, flames in Orissa and vSouth India ; wings, not only 011 
the temples of Bali, etc., but also of parrot-shaped 'Su-pamas’ on either side of the Siikaiiasu 
of the Kasinatha temple, PattadakaL 

In PL XLVI, the Makara is replaced by a 'Pace of Glory’. Kirttimukha and ^laknra 
are closely related ; see infra. On a Kala-makara Torana at Tera'hi, Gwalior (ASIAR, 

Pt. I. PL XVa), female figures issue from the jaws of Kala. 

Stutterheim, 'The Meaning of the Kala-makara Ornament’, 'Indian Art and Letters’, 
N.S.,joL III ; 'Les Beforinations de la T^te de I^ala’, "Pevue des Arts Asiatiques’, voL XU. 

Kala is the first presiding divinity of Kahn, and Sarpa the second (cf. 'Indian AiitiquarvL 
XXXIII, p. 61 f). 

In Cambodia, it is known as head of Rahu ; it is also known as Vanaspati, 'Lord of 
the Wood’ (cf. the 'Green Man’)^ in Java, and in Assam (AvSIAR, 1946-37, p. 58 ; referring 
to the Deo Parbat Temple, Sibsagar). The Lord of the Wood ((vana) however is the I,c>rd 
of Light (vana) or intellectual Splendour. 
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the ascending node of the moon or the point where the moon intersects the ecliptic 
in passing northwards. Rahu is also one of the nine planets (Nava-graha) but is 
not visible, being a planet of an aeon which is no more. 

Grasa and Rahu are synonymous ; they denote the Devourer. The Devourer 
more specially however is Time, Kala. These are the three most frequent names 
of the Pace of Glory. Rahu has the widest currency and content. He has also his 
own 'myth : ■ ^ ^ 

In the fight of the gods and demons, the gods were in danger of losing. They 
were not immortal ; Amrta, the nectar of immortality, would make them immortal 
but would have to be churned from the ocean. For this purpose, the gods required 
the help of the anti-gods, the Asuras, the demons. The gods negotiate with the 
demonsand they agree that the Amrta obtained by churning would be divided 
equally between the gods and demons. The powerful Asuras however carry off the 
Amrta and quarrel among themselves as to who should get more and who less. 
They entrust the Amrta to the great God Visnu. He however passes them by and 
gives the drink of immortality to the gods. Rahu, the Asura, sees this treachery, 
assumes the shape of a god and gets the drink. But while Rahu just sips of the 
Amrta the Sun and the Moon perceive his trick. They point him out to Visnu who 
cuts off Rahu’s head. The head however had become immortal by having tasted 
Amrta. Hence Rahu, the immortal Head, the Face of Glory, tries to swallow sun 
and moon whenever he gets near them. When they are partly or wholly hidden 
in, Rahu’s mouth, they are eclipsed. 

The myth of the treachery of the gods and of Asura-power is summed up bj' 
Varahamihira in the ‘Brhatsamhita’, V. 1-3, in the chapter which treats of Rahu. 
Some teachers (acarya) hold that the head of the Demon, though severed (from 
the body) by Visnu, yet alive by virtue of Amrta, became a planet (graha). He is 
invisible except at the time of an eclipse (parva-kala), his shape is like the circle of 
the sun and the moon. Some say he has the shape of a serpent, others assert he 
has no shape and yet others believe that he consists of Tamas, Darkness.®" 

The commentary of this passage explains that Rahu, the Asura, is the son of 
Simhika, the Dioness. She is Nirrti, Destruction, the daughter of Diti, “Dividing” 
{‘ Brahma vaivarta Purina’ I. IX. 41), the mother of the Maruts and the arch-mother 
of the Demons. Simhika, untimely, asked Kasyapa, the Seer (rsi), for a son. 
Furious, he gave her a son, as cruel as Yama (Death) and Kala (Time), Antaka 
(thepnder); the learned called him Rahu, says Parasara. It is Rahu who gives 
both good and bad luck to man (Comm. Br. Samh. V. 2). 

Rahu who is Tamas, Darkness and Death, is the son of the Lioness. The Lion 
is the Solar animal. His figure is the device on the banner of Surya. Rahu is also 
called Svarbhanu ‘Splendour of Radiance’. Svarbhanu, the Asura, overspreads and 


Abbreviated. — This traditional knowledge however is discussed from a ‘modern’ angle 
in the Rahucara chapter of the 'Brhat Samhita’. Rahu is also known as Bhuchaya, the shadow 
of the earth (cf. however the Balinese name of the Face of Glory, which is Boma, the ‘son 
of the Earth goddess’, Bhunii). The interpretation as Bhu-chaya, however, does not concern 
the Face of Glory ; whereas Boma, son of the Earth goddess, in his terrestrial origin, illus- 
trates by analogy the origination of the Face of Glory in the ground (bhuini) of divine being. 


THE HINDU TEMPLE 


conceals the sun with darkness (RV. V. 40. 5-6; V. 3. 2. 2), being greater 
than the sun, the manifest divinity, 

Tamas: Darkness, and Svarbhanu : ‘Splendour of Radiance’, or Vanaspati, 
Lord of the Light; Kala : Time and Death, and Asura are the names of the Face 
of Glory in the polarity of its portent. Asura is derived from ‘asu’, “vital breath” 
and'ra’, “who gives” (RV. V. 41. 3). It is the Supreme Spirit who, breathing, 
gives the Breath of Life. 

The Face of Glory on the Hindu Temple has its essential position on the apex 
oftheSukanasa, at a definite proportionate height of the superstructure; above it 
practically no images are carved on the trunk of the Sikhara of a hs agara 
temple; from it downwards extends the realm of figured shapes (PL XLIII-I\ , 
XLVIII). 

The Kirttimukha is a mask made up of the face of the Lion (Siinhamukha), 
of Death’s head (Kala) and the Dragon’s head (Rahu, Tamas). The Lion, the 
Solar Animal, the Splendour (Yasas; tejas), on the flag of the sun, the symbol of 
justice and power, is the Destroyer of fiends. The mantra, the magic formula, 
on giving a lion to MahadevI, the Great Goddess, is : “Do thou destroy my enemies” 
(‘Mahanirvanatantra’, XIII. 257). It is similar to the mantra of Rahu ; “Enemy 
of Soma, the Moon, destroy my enemies” (ib. XIII. 111).“ The lion as destroyer, 
is an embodiment of but one side of power; the solar animal is Power altogether. 
In Vedanta, it is said that the Supreme Lord (Paramesvara) is a Lion. The 
Supreme Spirit (Paramatman) is the Lion (Simha), in the Narasiraha-avatar 
of Visnu, and Nara is the creature (jiva).“ The ‘Kalikapurana (XXX. l?k,)f.) 
speaks of Narayana or the Supreme Spirit as Brahman. Narayana is the Simha 
or Lion part of the Narasimha Avatar. 

In the ‘Mahabharata’ (I. 19. 7-11), Visnu as Narayana cuts off Rahu’s head. 
Only the Supreme Spirit can by its death-bringing gesture give and restore life 
evitemal to itself, to its immortal Head, severed from the fallible body of the world 
of dichotomy in which strife and deceit of Suras and Asuras take place. 

In the mask of the Kirttimukha, the life-giving power breathes forth in lion 
features the splendour of radiance which belongs to the solar animal ; the Lion face, 
Simha-mukha, is that of Svarbhanu ; its eves blaze ‘like lightning’ (‘Padmapunlna’, 
Uttarakhanda, XI). The sun, the Eye of the All (RV. VII. 63. 1), is behind the 


X. lo. 2 and X. ii. 6. Sayanacarya explains Asura as ‘pranavan’, breathing, 
praiiavan, ‘pro-gnostic’. Asura is ‘Praria datr’. 

The Vedic Mantra of Rahu is given in RV. IV. 31. i. 

‘Citsukhi’ or ‘Bha§yabhavaprakasika’ on ‘Brahmasutra Sankarabhasva’ ; Dedication 
verse. ■■ 

The Lion is seen to emerge from the high crown of Virata-Puru^a above this image of 
Vigpui m a relief in Badarai (R. D. Banerji, Memoir 25, ASI, PI. XIV b). 

On the ridge of fhe^ Lukauasa, on temples of central India and the Deccan an image of 
the Lion and the man’ is placed immediately behind the Kirttimukha and exceeds its heiuht. 
In the temples of Orissa, etc., the figure of a lion literally springs from the Sikhara. .See' the 
followmg chapter. 
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mask/'‘ behind even Death’s skull; the mask is dilated by breath, the outbreathing 
of the Supreme which is and makes the world.®* 

The Dion-face®' carries the attributes of the Dragon or Serpent above and below 
its bulging countenance. Above are the Dragon’s flaming horns. The horns are 
rays (RV. VII, 55. 7. comm.).®’ The triple horns unite the ‘natures’ of the ‘Lion’ 
and the ‘Dragon’ in the triple unity of Time.*® 

_ The dragon, the Serpent component of the Kirttimukha has no chin. The 
majority of Kirttimukhas on Indian temples are without lower jaws.®” Thus 
Vrtra is described (RV. V. 46. 6) the All-coverer, who has neither hand nor foot 
(RV. I. 32. 7). The missing lower jaw is a more forcible representation than the 
open mouth, of out-breathing, sending forth, emitting the breath of life. Could the 
mouth be closed the progression of life would be at an end. Thus, a consecrated 
person should smile with his mouth shut, so that he may retain his intellectual fire 
(tejas; ‘Taittirijm Aranyaka’, V. I. 4). Vrtra, however, who has in himself 
splendour (‘Pancavimsa Brahmana’, XX. 15. 6), who enveloped the world (‘Tait. 
Samh.’ II. 4. 12. 2) when as yet there was no distinction of being and non-being, 
life and death, day and night (RV. VIII. 100. 7) and who is wealthy, “comprehends 
within him all gods, all knowledge and" all oblations’’ (Vaj. S. X. 6. 2), breathes 
out his splendour, wealth and sovereignty (cf. RV. I. 80. 6) into manifestation.”'’ 
This was when his jaw had been smitten by Indra’s bolt; manifestation came forth 
from the smitten Dragon, the Enveloper, at the moment of his death. This Death 
does not die (S.B. X. 5. 2. 3) ; it is a condition and ever renewed accompaniment of 
manifestation : it is immortal like Rahu’s head itself which is Death’s open secret. 

The Lion’s head, and the Dragon’s head are modelled on the frame 
of Death’s head. The deep holes of the fleshless sockets of the eyes are filled 
entirely by their blazing orbs. It is a re-conditioned face, not that of any mortal 


In some representations from Eastern Java (Stntterheim, l.c. Fig. ii) and the Sunda 
islands the Face consists of a single circle, the eye. Its bulging shape fills an outline of 
Gavakfa shape, thus truly a Gavakfa or Sun-arch though no longer recognisable as window ; 
cf. also the Kirttimukha in the Gavak§a, as in the Durga temple, Aihole. 

Cognate with this Lion-sun component in the ronstitution of the mask of the Asura 
are the ‘birds’ carved on the Prabha-toranas of images (Suparnas or Hamsas ; Kramrisch, 
‘Pala and Sena Sculpture’, Rupam, 1929, Figs. 14, 15), and also to either side of the Sukanasa, 
for instance, of the Kasinath temple, Patfadakal, but they are not frequent amongst the 
Avarana or surrounding symbols of the Face of Glory and feathery forms alone curl from and 
around the edge of the Gavak§a (PI. XLVII). Su-parna (RV. I. 35. >/), ‘well feathered’ is 
the name of the small sun-birds. Well feathered and winged is the Gavaksa below the Face 
of Glory. The feathers sometimes are flames : Agni was first generated from the Breath 
of heaven (RV. X. 45. i). 

The Lion is the Vahana of Rahu according to the ‘Matsyapuraya’ (XCIll. 7). 

Agni is ‘tridhatu srnga’, his horns are three (RV. V. 43. 13) ; Brahma has 4 horns 
(RV. IV. 58. 2). 

The succession of past-present-future (cf. the Trident of Siva) is converted into simul- 
taneity in the Face of Glory, the mask of the God-head. 

”” Where the classical influence prevails or persists, as in the more or less ‘human’ faced 
mask, the lower jaw is present. — The T’ao Tie’h also is without a lower jaw (Pelliot, ‘Jades 
Archaiques de Chine’, 1929, PI. XVII). 

Coomaraswamy, ‘Angel and Titan’, JAOS. vol. 55, p. 400. “No essential value would 
be really changed in the ‘Puru§a Sukta’ by a substitution of Vrtra for Puru§a”. 
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creature (jiva) ; it is the mask of Paramatmau, the Supreme Spirit, under the i^ion s 
cruise In death’s skull, the lower jaw fallen away after the aecomposition of the 
flesh, is not seen. In the Face of Glory it is covered by tusks, transformed into 
streamers, hidden by scrolls, indicated but disguised, gone over from the mask of 
death into the arch of manifestation (of the Gavaksa) and the curling foam of Breath. 
Inasmuch as the Kirttimukha is modelled as the Death-head, it is the mask ot Kala, 
Time, the Devourer. 

As Kala, the Kirttimukha, Rahu’s head, devours sun and moon. Even tliough 
hidden by Rahu, the Eclipse, sun and moon are not swallowed by the open montlied 
devom-er. Time. He sets the measure of their courses by eclipsing them and setting 
them free again to meet his dark power. 

The Face of Glory, the Kirttimukha has thus three aspects. (1) It is tlie 
Death-head of Time (Ivlla), the Devourer (grasa), of Rahu, the Eclipse. {'2) Death’s 
head is vested with the insignia of Ahi-Vitra, the Dragon, the ophidian carrier 
and source of the solar power, the monster which envelops the universe and emit.s it. 
In this aspect the chinless, homed, fiery mask covers the reality ‘Piirusa’, wliile 
(3) from its Lion’s look and breath, the Supreme Spirit, Brahman goes out into 
the world.” 

Death and the Living Breath, Dragon and Lion, out-pouring and indruwing 
coincide in the Monster’s head, the Face of Glor\^ Tliis Supreme idcutiti- of 
contraries constitutes the mask of the Godhead, the Kirttimukha. 

The Kirttimukha, the head of Rahu who is Svarbhanu, radiant Splendour and 
Tamas, Darkness, is a seat of the superluminous darkness which has its architec- 
tural receptacle in the Garbhagrha. Prior to its manifestation the Light is in the 
Darkness, for “verily this was at first Darkness (Tamas) alone. It abode in the 
Supreme” (Maitri Up.’ V. 2). Thus the ‘Mahanircanatantra’ (IV. 25), Inmins the 
Great Goddess : “Before the beginning of things Thou didst exist in the form of 
Tamas, which is beyond speech and mind ; and of Thee, by the creative desire of 
the Supreme Brahman was the entire universe bom.” The world is the outbreathing 
of the Supreme. Breath in the shape of foam and curls is exhaled from the open 
mouth of the Kirttimukha. It passes along the arch of the Gavaksa, the arch of the 
Sun and of manifestation. The curls of breath turn hither and thither, up and 
down,_in multiple shapes, foam of the celestial waters, feathers of sun-bircls, move- 
ment in which is dissolved the body of the Makara which is foremost amongst the 
monstep of the sea (Pis. XL VI, XLVII). The movement is densest in the archivolt 
where it acquires greater definition as vegetation-creeper, curving ujiwards, 
convoluted pd full of spirits (gana) and their music or, a bell is carved m the centre 
of the archivolt, (Muktesvar Temple, Bhuvanesvar, etc.), straight from the Lion’s 
mouth for “all musical sounds are in that of the bell” (‘Matsvapurana’, LXXI. 10) 
and sound is the quality of the element ether (akasa), the firk and all pervasive, in 
the hierarchy of manifestation. The movement of Breath is shown by the rhythmic 
path of the creeper. It is the symbol of Nature ‘naturans’ and ‘naturatu’, 
Prakrti. The Brahman whence she is engendered comprises her in her 


1 • bodies’’ (tanavas tisrah) of the Grasa or Ku-ttimukha arc also those of Siva 

who IS Aala, Puriiga and Brahman (‘Mahabharata’, XIII. 47. 17). 
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tra.ii>sceiideiital aspect as Para»Prakrti, in the form of Tamas. Prakrti manifest 
hoY^ever is the the Gavaksa,; the Arch of Nature, in which the 

rays; of splendoiir h their, circumference. Thus a Lion may fill the Gavaksa, 
or any aspect of divinity or the mask of the Godhead: itself. 

: ^ The carvings its ■arch proceed, from the Kirttimnklia and 

finally: ;retiirii towards it; as much as the.-,' creeper rambles downwards, so iimch 
also its coils compete upward until ■ they . are, .gathered at the apex, in the centre, 
wherein some of the masks vibrant ■nostrils-. sniff' up-curls and coils, conglomerated 
inheavy^ornam^ 

Thus inspired and replete, the Simhamukha dismisses /from its upper jaw, on 
either side some of its contents, .Makaras, -for : example (PI. .L.) The .Makara, 
moreover, is closely associated with the Kirttimukha,®’^ in the Kalamakara Toraiia, 
where the Kirttimiikha crowns and the Makaras flank the arch of Gavaksa 
(PI. XL VII) or gate, etc. In this relation the Siinhamnkha, the head of the Lion, 
the Solar animal, is the station of the sun, and the Makara (Capricorn), the gate of 
the gods, their way of .ascent. 

Around the Kirttimukha stories were woven, some having Rahuls myth for 
their background while in others the shape of the mask of the Godhead is seen worn 


Vegetation creeper, foam of tbe celestial waters, sunbirds and rays, the symbols pro- 
ceeding from the Kirttimukha and belonging to the Gavak§a give form to contents such as 
are liymned in the ‘Taittiriya Aranyaka% I. 1.2-3 ; "‘O' Waters, whose steeds are the winds, 
whose lords are the rays of the sun, whose body is formed of shining rays. . . . May the heavenly 
u'aters and herbs be auspicious tons and may they bring happiness to us’b 

Vegetation creeper, UoanF and Kirttimukha in three quarter profile and in profile, see 
PL IXL ■ ■ - . ■ 

Cf. PL XL VI, where Kirttimukhas are substituted for the head of the Makara 011 either 
side, at the base of the arch of the Gavaksa. The Makara may have a Dragon’s head or that 
of a Lion or bird (Mathura Torana, 'Ep. Ind.’ II, PL III). 

The Makara, the Dragon element in the constitution of the Kirttimukha, is collateral with 
it in many variations ; it issues from the Face of Glory (PL L) or, more generally, from the 
ends of the arch at the base where the Kirttimukha is the apex or finial (Pis, XLVII-VIII). 
The ]\,Eakara, Vahana of Varttna, figures also by itself amongst the sculptures of the temple, 
at the base, as one of the ^animals’ (p. 147) or it is part of the corbel of the capital, the Sxrsa 
(PL LXXVIII). In the latter instance the jaws of the Makara are of essential significance, 
for in the mouth of the monster (Bartrhari, 'Nitisataka’, 4) is 'hi thing of splendour”. 
Festoons of pearls are frequently seen to issue from the mouth of the Makara, and also from 
that of the Sardula and the Kirttimukha. Re. Makara, see Coomaraswamy ‘Yak§asL Part II, 
(Smithsonian Inst. Pub. 3059, pp, 44“56); and ^An Indian Crocodile’ (^Bulletin of the Boston 
]\iuseu.iii of Fine Arts’, 1936). , The 'jaws’ as a place of entry and exit have the ambivalence of 
the Door and are carved in this double function, with figures proceeding from or sw-allowed 
by the mouth of the Makara, for example : on a Ku§ana Torana, ASIAR, 1906-07, PL LVI, 
jumping out of the jaw of the Makara, Devatas, flying forth from it ; cf. also ASIAR, 1903-04, 
PL LXV, Fig. II. The arch is shown to issue from the Makara’s mouth, together with the 
Devatas, ASIAR, 1922-23, PL XE f, but the movement of the arch can also be read in the 
opposite direction as being swallowed. Figures rushing to be swallowed or fighting tinvan- 
cfiiished in the mouth of the Makara, are seen on PL LXXVIII and xYSIAR, 1909-10, p. 75, 
'Fig. 6 CKiniiara’ armed with sword and shield about tO' be swallowed by Makara) ; or the 
?',iakara is shown in its dual operation, as on a carved frieze of the Gupta period, from Sarnath 
(ASIAR, 1914-15, PL LXrV. d.) where -a Yak§a :is seein emerging jimiping from the open jaw, 
while another Yak§a is about to be devoured by the Makara. 
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or made by manifested divinity. One legend, similarly recounted in the 
‘Padmapiirana’ (Uttarakhanda, X. 10 f. XI. 36-44) and the ‘Skandapurana’ 
(Visnukhanda, Karttikamasa Mahatmya, XVII) narrates hou- Rahii a.s nicssenger 
of Jalandhara, the Asura, demanded Parvati from isiva whom he \ras about to wed. 


Siva thereupon produced a terrible being from his third e^^e. Lion -faced, with 


lolling tongue, the eyes like lightning, hair on end, looking like another Xhirasimha 
it rushes at Rahu ; but Siva stops it and bids it to devour itself. This is does 
leaving only its head, the Kirttimukha. ; 

Siva thus, from his wisdom-eye sees and produces a reflex of Raliu wliich ') 

commits the act of self-sacrifice. It is part of Siva’s Consciousness.”'' Siva as - 

Mahakala shares in the name and features of the Kirttimukha (Ivala).“ It is ’ 

furthermore similar to the head of Narasimha, the man-lion Avatar of 'I’isnu whose 
meaningis given in the ‘Citsukhi’. ’’ 




ALmgayat legend," narrowed in significance, tells of Siva-vSankara-Sarabhu. 
He seized Narasimha who had become excessively proud after lun-ing killed 
Hiranyaka.h'pu-— the brother of Simhika who is Rahu’s mother. Out of Nax-asiinha’s 
severed head, Siva made, the Kirttimukha. 


The mask of the Godhead is also the face of the great gods. In this world of 
dichotomy, of go(H and evil, where the Asuras, fallen, are 'the Titans or demons 
the gods regain the integrity of the Godhead at the moment of strife and death 
when the Face of Glory ot the Asura is beheld in the God’s own countenance. 



the Head^ is carved marking the 

moreover is repeated in bands as 


at thi ‘5" Kirttiniukkha should be represented 

always found on the W of the Hence it is 

careful not to step on it. In this version otiltr i "’°^®bippers sprinkle it and are 

account. Kirttimukha of the threshold is taken into 

have bulging eyes, MlteVcheeks,*^tusls rt? The^bas’ Mahukrtla 


Grasapatti and Rahunntiklier-mala/® as an enricliment of some of the mouldings 
of the base of the temples. There, the ‘animal caeleste’, the solar animal as 
Sarabha,” figures for all animal-nature sacrificially transmuted. 

The sacrifice of the lower self, the self-sacrifice, has its legend in Vastu as well 
asin Rahu. Vastu is Existence and its extent. He regulates the proportions of 
the temple according to cosmic order and cyclical numbers. He is the metaphysical 
plan of the temple. Rahu, as his brother, is imaged on the walls and essentially 
on the superstructure of the temple. Between Rahu and Vastu is the realm of 
appearance or concrete form (murti) ; both give it sustenance : Vastu gives its frame 
work and Rahu fills it with the inexhaustible wealth of the forms of nature (Prakrti) . 
Above Rahu they are not seen for as much as he emits he also devours them. He is 
Time the Devourer, particularly the Eclipse and also the Planet of an aeon which 
has passed. This great Asura rules over the destinies of men, brings good or evil. 

Vastu as ‘extent’ of all things built by men is space ordered by art; Rahu as 
his brother is the Time-agent and quickens its form. Thus the two sons of Kasyapa, 
the Seer, are the “demons”, in the sense of the Greek ‘daimon’ of the builders of 
the Temple. Rahu’s likeness is higher in position while it yet has its place in 
Vastu’s extent. In it is envisaged the Asura, who is Svarbhanu and Tamas as 
well, in the Supreme identity of contraries which is in the Godhead only, the Whole. 


Cf. also the enrichment consisting of Gavak§as which is called Gavak§ainala 
(‘Raghuvamsa’, VII. a). 

®»AV. IX. s.g ; V.S. XIII. si- 

The myths of Rahu and of the Kirttimukha tell of the Asura at the various stages of 
his ‘fall’; they give diminished accounts of his wholeness. 
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gARDtJEA, LION AND LIONESS 


“Thou art a Lioness, winning the sun-gods (Adityas), winning sacerdotal 
power (Brahman), winning regal power (Ksatra). . . . Thou art a lioness. 
thou hither the gods for the sacrificer” (‘Vajasane 5 n Samhita’, \'. 'These 

words are recited by the sacrificing priest over the four corners of the Hit^h 4It-ir 
the Uttara Vedi (‘gatapatha Brahmana’, III. 5. 2. 10-13). He takes tlie^^earth for 
makmg_the High Altar from a square pit and shifts it with the w'ords : “Thou 
art a Lioness overcoming the enemies, be thou meet for the gods. Thrr>u<Th thee 
may we worst our enemies” (V.S. V. 10; g.B. III. o. 1. 33)." " 

“The offering reaches her before it reaches Agni, for this Hinh Altar is in 
reality yak the uttered Word.” (g.B. III. 5: 1. 23). The offoriiio imvardlv 
made, the desire and resolve to sacrifice, find utterance first in sjyecch, in t!ie 
rhythmic formula, by which the altar is consecrated in its four corners in the inter- 
mediate direction^_ invested with power, its substance, earth, carries the offeriuo- 
to the sacrificial Fire, Agm, as does the rhythmical utterance. \ Tik, the uttered 
Word, IS Power manifest; the rhythmical utterance is a lion ; earth, the substance 
thus imbued IS a lioness, one in each of her four corners where power i.s nsscmbTed 
to ward off the evil ones and to worst the enemies.'”® 



_ Vak, utterance, articulate voice, is the substance of the Word The- Whsrri 
prior to Its utterance as articulate sound, prior to its manifestation ‘ is Uni^rsB 

the Word which is the substance or body of the universe. ' 

Vak, the utteied Word, has come down and reached manifestation from its 
unmanifest stage (avyakta) where it is the undivided Universal' Con.sciousness" 
not as yet discerned as the mind (manas) or the intellect (buddhi) of the Hnive-se’ 

s i., i ^ 

Word, thfLioneVs^ XSS to the Lioness : uttered 

unassailable as, for examnle the rhythmical utterance, or metre ; it is 

forth” (g.B. Vhl 2. “tigers went 

forth” (g.B. Vlli. 2. 4. 5). Aticchandas, in whose form “lions went 
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metr^^^Srdfl]’-i f-Intf Word, has become audible in the 

are fulthe«« of ^elri the Sardula, 

,o of an animal shape ‘made bv art’ fcf krtrima o-r5<;q • 

or Vy(k fs%'1 777). , It is also known as Vimla in S^isS-’ 

Vyala (b.b. IvVII. 643), particularly m South India (‘Mayamata’, XVIII 77) 
feardula means a tiger, leopard, panther; a demon, a k nd of bird m tte animal 
bar^^a which is stronger than a lion, has 8 legs aid of which Se S no Ita 

+h^ r Indian sculpture, tiger and lion are interchangeable shapes and denote 
the ioremost amongst all animals.-- The Sardula is also called Simha-virila if 

if\^haVth?li^d ’ head is that of man-^ and Gaja-vir’ala 

t It has the head of an elephant. It is represented rampant, but also in other 

Ilie Tion, is the Simha, the group of the 
animal and the man which is carved in the round, at the’ base of the temple-* 
(PI. II) and also om the ndge of the Sukanasa;-' tiger, lion, boar, ram, bMand 
elephant combine where it rears, fearsome and playful, in rel ef on the walls of the 
temple,-* in the recesses between piers (PI III) 


-*N. K. Bose, op. dt. p. 105. 

‘“The physiognomy of the Tion is coined with an admixture of surviving cWirnI 

m_ early Indian sculpture and later (cf. also G. Com 4 z LTnL et 

lyith flames of their jewel colours. In the medieval stLe sc^teres a Et of Juris 

Orissan temples a Siniha ‘flies’ or leaps from the apex of the 1-iror 

Gai^aLsa. Also in Bengal ; Temple in Ghutgaria. ASIAR. 10^-26. PI IX e ■ 

corresponding lienght from a corbel of the Sikhara, on temples of the Ktimaon hills etc 

Mow the Amallka, in (Mssa &e 8, ’ Zj infrf 

capitals in the Mapdapas of Candela temples In Central ifdia e?c on tS Ivnil 1 
in irii^es^oii the base of Hoysala temples, etc. etc ’ “ P^°‘^ession 

^ fcarclula and Makara are hypostases of parts of the KirttirmikPa ; « r • i 

ooragon, but they each have a body being fully ‘animal’ TCTri-nTnntP ’ ’’ 

and Slakara a„ fraaumly carvedVa ° Vh oltTZV ar^a 1 “« mT?’- 

2s.ilSz/. ‘S' ZrZ'SS ?,y=,f»«t"p>o,,A'hSr ZotS'sf ?L‘'kaZk,S 

those on the’ tlieshold of the Ga'rbtairhl ' tS*' LiZ fS? Zlof’"'* *0 

(S™, f",'H“xcn)” o* ^"thltuMSVmSrS S”dSS! 
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This protean animal made by art, has always the body of a lion, and in its 
more important versions, also its face. It is a symbolic shape and corresponds, 
to the Face of Glory, the Mask of the Asnra., . 

The original position of the Lion shape is in the corners of the Uttara Vedi, 
the High Altar. Similarly too, the Lions have their places in the corners of the 
Throne of the Supreme Spirit (Paramatman) or of Surya,”" the Sun-god, and of 
the Buddha. The Simhasana, the lion throne, is the figured equivalent of the 
Uttara Vedi. Thus, on the temple, the lions are not only at the bottom, on the 
Vedi, but also on top, on the Vedi of the Sikhara, where they support the stainless 
Amaiaka; they are also carved below the section of the Sikhara called Vedi, where 
the Lion (called Uda-simha, the ‘flying’ lion, in Orissa) springs on a corbel from 
its body. 

Vak, uttered Word, the Lioness, is as dangerous as she is beneficent, such 
is her nature as an element of the sacrifice and also as the Word which is the 
.substance of the universe. The Lioness is Power, is Sakti Vak, one with her 
in power and effect, is Maya or Prakrti, Nature. She is the power and effect of 
Paramesvara, the Supreme Lord, the Lion. This makes the Kirttimukha, the 
Face of Glory, and the Sardula, who is Vak and Prakrti, so closely connected in 
the carvings of the temple (PI. LXXVII). The Sardula shares the features of 
lion and dragon, and has the body of the lion the Sardula is more body than 
head ; with powerful curved chest and sinuous thighs it rears ; this mounting wave 
is its natural shape and gait “for just as man walks two footed and erect, so did 
the animals walk two footed and erect (S.B. III. 7. 3. 1) when thej% as images 
discharged by creative thought (Pasyantf Vak), embodied the Word in its fiery 
Splendour (tejassabda). 

The Sardulas, carved on the temples are images of the words which had lain 
dormant in the unmanifest; they lift their heads and toss their manes, in close 


Sardulas, half animal body, half scroll, the latter issuing from its mouth ; aud a 
Kirttimukha, the centre of a scroll torus similarly originated, are part of the mouldings of a 
pillar (PI. LXXIII from Kekind, Rajputana). Both these symbols are amongst the most 
frequently employed motives of architectural carvings. 

A plethora of Sardulas and Smihas for example is on the rock-cut Panca-Pandava 
Mapdapam in Mamallapuram (seventh century A.D.) where the seated fiion shape is also" the 
lower part of the shaft of the pillar ; rearing, it is shown on the brackets of their capitals ; 
above the cornice a frieze of Sardulas is at the base of the upper storey. Similar friezes are 
peculiar to South Indian temples from then to the 13th century (Vi§pu temple, Narttamaiai, 
Pudukottai) and later. The animal proceeds in its various possibilities, tiger-liou following 
upon a horned dragon-lion with bird-beaked elephant trunk, etc. in permutations familiar 
to sculptures of ‘super-natural’ animals from the days of the Indus civilisation. 

The designation ‘leogryph’ is not suitable as the bird component is comparatively 
rare and restricted to the head only. 

‘Isanasiyagurudevapaddhati’, III. XIII. 6. The names of the Lions are “Stainle.ss, 
Essence, Worshipful” and “Supreme Bliss”, cf. JISOA, vol. X, Kramrisch, ‘Temple, Door, 
Throne, etc.’ p. 216. > . i 1 . 


And thus the Vahana of Durga, the Great Goddess. 

““ in many of the images the Animal can neither be classified as male nor as 

female, Siiphasanas generally are supported by male ‘lions’ (PI LVD 
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sequence forming themselves the creeper-pattern, the wave of Prakrti (PL X) 
they rear and turn, lashed by their riders, whom they carry on their backs > and 
who are part of the wave, being themselves the Sardula’s counter players. They 
are armed, ready to attack but stayed by the Beast and protected. Perfervidly 
ingenuous, the Beast and the figure of man form a recurrent pattern, rising and 
falling in rhythmic incandescence. Never is the rider thrown off ; when he means 
to attack he is carried along and when he submits he is protected by the Power 
of Nature, and of Rhjdhm. 

Vak, who is Maya, is the Chimaera, — ^never slain by Bellerophon.^ The Greek 
myth tells of him that he, though mortal, after having slain the Chimaera, tried 
to fly to heaven. This temerity was punished by Zeus who caused his fall. The 
animal, full of genius, the Chimaera, such as she is widely represented in Indian 
temples, is never killed. Her end comes differently. She vanishes, being _Maya, 
illusion, at the moment of Knowledge when she is resorbed in the Universal 
Consciousness. The story of King Dilipa (‘Raghuvamsa’, II. 67-62) tells of this 
moment. 

During twenty-one days King Dilipa accompanied the cow given to him by 
Rsi Vasistha.^* On the twenty-second day the cow is attacked by a lion. The 
king draws an arrow but his arm is magically numbed. The lion says he is a 
servant of Siva,”® eating his appointed food. Dilipa offers his own body to save 
the cow and asks the Lion to spare the ‘body of his fame’ (yasassariram), his body 
of Splendour (yasas), rather than his mortal body. The Lion consents ; when the 
king presents himself to be devoured, the illusion (maya) vanishes. 

Confronted with the realisation by the king of his body of Splendour, the 
terrific Lion is nowhere to be seen for his body itself is made of the Splendour (tejas) 
and is but one Glory of King Dilipa. The Fame and Glory of the Kings has at 
all times its emblem in the Lion or Tiger.”® 

In the group of the ‘Lion and the Man’ (PI. II), the beast with open mouth and . 
raised paw is about to devour, but its over-powering presence protects man, defiant, 
supplicating, small and part of the group in the closeness of the contact of its two 
figures and the continuity’' and response of their themes. Elsewhere the rearing 
Sardula safely carries its rider, while another warrior, with the sword of knowledge 
drawn, crouches below and .seizes the tail of the beast, or he proffers the shield 


This is a frequently recurring* device, collateral with the door to the Garbhagrlia ; 
(Temple in Tumain, Gwalior, ASIAR, igiS-iq. PI. Xlla). 

gpy^enty-one or three times seven is the extent of these worlds ; 22 indicates the 
'Beyond’-manifestation (cf. the 21 enclosing stones of the Garhapatya hearth, S.B. VII. 
1. 1. 13 ; VII. 1.1.32-35 ; the 21 knobs of the golden plate, the sun, which are the sun's rays, 
shining downwards (cf. S.B. VII. 4.1. 10). 

Lion or tiger not only support and surround the throne of Divinity as His place of 
manifestation ; Siva (Paramesvara) himself is the Lion, Siva takes the shape of the tiger 
(vyaghra), lion (siipha), deer (mrga), boar, etc. and of birds ('Mahabharata', XIII. 45.127-8); 
see also note 108. 

'Aitareya Brahinana', VII. 4.1. 10. ^‘The Tiger is the Lordly Power (rajanya) of the 
wild animals. The Rajanya is the. Lordly Power". 

Laksmana Temple, Khajuraho, bracket of Mandapa pillar ; the bracket next to it is 
iilnstx*ated on PL XVIII. 
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The most exalted temple-type, the -Meru, must be built by a Ksatriya only as 
Its patron, the architect being a Brahmana or a Vaisva/"^ The royal' patron is 
most closely identified with his temple by the symbol of the gardula. On the walls 
of the temples of the Candella dynasty, in Central India, images of the J^ardula 
alternate with images of the Apsaras and other goddesses (PI. III). 

The gardula, an animal of perfervid ingenuity, composed of rhythm, is an 

embodiiiieiit, per ..arteiii of the Lion, the Lordly Power of the wild beasts, who is 

Prakrti, t§akti_, Mayii. This image, composed of Rhythm, is Vak. Vak is Life 
(‘Aitareya Brahmana,’ X. 6. 38). The pilgrim who circumambulates the temple 
and whose eyes dwell on its images “ wanders in the trek of the Apsaras and the 

Gandliarv^p and the wild beasts^’ (RV; X. 136.. 6). Ke is cognizant^of all tliatis' 
knowable ill this universe, says the commentator,' he is qualified to confront 'and to^ 
ride, the Sardiila.. 


Ivd-ttchfilli, Dlisrwsi , Fi, exactly 3S, for oxample, on tiie Visvanatlin temple, Kliajnrsilio, 

and at the place where in Orissan temple (kiiigaraja) the Lion above the elephant springs forth. 

This scene has been interpreted as representing a patronymic legend related in an'’ inscrip- 
tion from Gadag (Tnd. Ant.’ II. p. 301) explaining the origin of the Hoy-sala dvnasty which 
implies the slaying of the tiger and its subsequent adoption as emblem of the Hoy-sala (“slay 
or Sala”) dynasty. The tiger in the image of the Sardula, however, is never represented as 
xliis loccil cids-ptcitioii of 8^11 itnivoissl ludiEU symbol is of socoiiclsry interest oiily. 

Cf. lion crests and lion flags ; the latter are described in the ‘Adipurana’, l.c. ; “On the 
lion flags, lions about to- spring, appeared intent upon vanquishing the heavenly elephants 
The large pearls hanging from the faces of the lions looked like fame acquired by breaVin» 
open the temples of great elephants”. The lion is “dharma”. It figures on the of sun 
and moon, ‘Vi§nudharmottara’, III. LXVII. 8 p LXVIII. 3. 

See part V. note 42, p. 143. 

T-Oyal jiationage, Lion and Sardula, the many images of Sakti, and the hlithuna groups 
seem to belong to the world of the K§atriya. The architect, it is enjoined, should be a Tantrik • 
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fulfil _tlipr desire they leave them, increased in power, in the region where hopes 
and desires attain their _ multifarious objects. With the help of these {§aktis a 
transformation is then effected of the mind (manovikara), the faculties and the rest ; 
they approach the Centre in which there is no separateness. 

I sense that a further group of beauteous Saktis is described as Maids 

others are called Messengers (duti) of the Transcendental Power, 
the Maha-Sakti. In their lotus-hands they carry, each of them, a ‘mudra’, a 
raiment, a mirror and various kinds of vessels’^” (Pis. XI, XII, XIV, XTI, LI). 

The Saktis or Yoginis are working energies subservient to the Great gakti. 
On the walls of the temples they are figured in all directions as Celestial Beauties. 
I hey perform this work by the side of the gods whose activity their presence 
releases. Indian astrology knows the Yogini as a cosmic power. It moves from 
day to day, from place to place, in all directions. 

_ By the side of the eight Regents of the directions of space, by the side of each 
of the several groups of gods, the Celestial Beauties are placed embodied in their 
archetypal forms. They display them in rhythms and gestures and by their 
attributes which they have in common with the Yoginis. 

In the macrocosm they operate as branches and part aspects of the Transcen- 
dental Power, conjointly with the Supreme Principle as Yoga-mava, the mani- 
festation of the universe. In the microcosm, with reference to man,”Yoga-maya is 
the power of reintegration ; the Yoginis are maids and messengers, the ‘angels’ of 
rae 1 ran^endental Power. The Attractions in the outer circle of the yantra, the 
Celestial Beauties on the walls of the temple, serve man, the devotee ; they satisfy 
his response to them so that, increased in power, released from their attractions and 
tianstoiined, he proceeds in his devotion towards God in the innermost sanctuary 
of his heart and in the temple. They help man towards reintegration, akin to those 
celestial damsels (apsaras) who appear at the time when he, a knower of Brahman 
departs froni this world : “Him approach 500 celestial damsels, 100 carryino- 
scented powders, saffron, turmeric and the like, in their hands, 100 carrying fruits 
100 carrying various ornaments and 100 carrying garlands. They adorn him with 
ornaments befitting Brahma himself. Thus adorned with Brahma ornaments and 
knowing' Bralinian he goes to Braliman/’^"^*^ 

V Beauties belong to the Avarana-devatas, “surrounding divi- 

nities . iheir number is large. Their figures are repeated on the temples, all 
round the \yalls, to either side of each god, and as on the Kandariya and Devi 
jagadamba Temples, in all the three belts of sculpture. (Pis. I and' III). Such 
supererogation in carving their figures, alike in type yet indefinitely modified in 
each instance by a particular rhythmical consistency, shows repetition itself as a 
power in whose comprehensive rhythm are interwoven the images in rows and 
To made concrete by art in the figures of the gods and the celestial 
V omen who, though they resemble the human shape, are unlike it. For the divine 
(daiva) and the human form “are born from one parentage. The divine form is 


, me Messengers (duti) surround the Primordial &kti 


petals; ‘Saradatilaka’, ch. IX; 3S 
imaged as Triputa (ch. X. 93). 

‘Kau.si'taM Brahmaiia Upani§ad’, I. 4. 
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endowed with more inteUect (buddhi). The human form is not so endowed with 



The form of the Celestial Beauties is, of embrfied mtellect i by art this m- 
t 4 l Jnal pramarthika) body is made concrete.” It is difterent from the php.ca 
MyTsesrand bones and which is of the earth,, f , 

body are those of the atmosphere, pervaded as it is by the light of the sun and 
whtre blows the wind and the*^ gale of the Spint, It is "'“u ’Mbhm ‘a^ 

celestial bodies are built up by movement only. In the air-uoild {haujas, 

antariksa) the ?ods dwell; man moves in it and breathes. In its movement his 
living body is of the air-world and one in nature with tnat of the gcas.^ Indian 
sculpture, whose subject is the gods, knows only of this celestial body. L consists 
of movement and is resilient with the breath that courses m its siiiootli chaiine.s. ^ 

Other names and forms, other image of ^akti are: Apsaia, Nataka, 
Yaksini^^^ and I^i^ Oevi.^^^ jBeing active power and causal stress, her image is an 
embodiment of movement; as Apsara she is the movement in the atmosphere, as 
Yaksini she is the movement in vegetation, as Nataka she is the movement in the 
body of man and is shown as a dancer. Her iconography describes her various 
‘places’ ; they are not sharply defined. Her associates, such as bough and tree 
(Salabhanjika ; PI. and flowering vines (PI. XVIII) declare her images as 

Ys-hsinii. 

vibrant power is the celestial beauty of her images; they all resemble the 
Great Goddess whose ‘eyebrows are the entrance arches of the Palace of the Lord 
of Love’^'* and whose eyes are like fishes, playing in the lake of the beauty of her 


*Matsya Purana^ ch. CXI^V. 14-16. 

'Garuda Purana’, ch. XV. 45 -68. 

Apsaifis are the celestial dancers in Indra^s heaven (Pis. LXVIII, XL). Their 
name signifies ‘'moving in the water*’, in the celestial vapour ; they are the moven ent ir the 
atmosphere while the Yak§inis are the movement in the trees. 

The Apsaras are the consorts of the Gandharvas and are also knowui as Suranganas or 
celestial damsels (cf. Surastindaii) . The ‘Tantraraja Tantra’, IV. 5S-70, tells how to co^itrol 
Apsara and Yak§im. 

Nataka, as a rule, is the designation of the dancing female figures on the walls of the 
temples; cf. “Mayamata”, XVIII. 6, where Vyala (— Sardula) and Nataka appear by the side 
of each other. 

Yak§inis (‘Tantraraja-tantra*, XVII. 50-53) are young and beautiful woman-spirits in 
fine raiments who give the Sadhaka all worldly goods he may desire. In this limited function, 
however, they carry the heritage of their past when Yaksa was equivalent with Divinity (Devata ; 
see also the images represented and inscribed in, Barhut, Barua, op. dt.). 

Dig Devis or Dig Nayikas are the Women of the Quarters ; they are frequenth- referred 
to in inscriptions (Candela Inscr. ‘Ep. Ind.* I. p. 212 ; inscription from Ittagi, dated A.D. 1112. 
‘Ep. Ind.* XIII. p. 36 f.) of which some, for example, ‘Ep. Ind.* XIII. p. 205, describe how 
the “precious pearls of the king’s stainless virtues adorn the girdles of the Ladies of the 
Quarters of Space” or how the Dignayikas “wove the fame (of the king} into pearl strings 
which they ever wore” (Tnd, Ant.’ VI. p. 65, grant of Govinda II Rathor, 750-S10 A.D.). 

The group of the ‘Woman and Tree’ is known as S^abhanjika ; or Salabhafiji (S. S. 
LXVI. 30-32). Cf. Coomaraswamy, ‘Yak^as’, I. p. 32 f. 

The Salabhanjika IS frequently carved on the. brackets of capitals or forms the bradcet of 
the Ucclmlaka pis. XVIII, LX). 

The Nataka, PL LXIV, also' forms a bracket, but of the ceiling of the Mamjapa. 

‘IJrahmanda Purai^a, Lalita Sahasranama’, 6. 
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face. This beauty in her belongs to God and is His reflex ; He is seen himself to 
assume the state of Sakti so that he may be confronted by His own felicity with all 
its contents.^*" Sakti reflects by her Form (rupam) the Light (prakasa) which is 
God.^^" _ She_ mirrors the Light of Consciousness-Bliss (cidananda). Because she 
acts as its mirror, she is also shown holding a mirror in her hand (PL XIV).“^ If 
the boughs of her tree are like her arms and the curves of the creeper like her own 
movement,'^® if the tree-woman is one idea and composition, the mirror-woman is 
another type or sculptured group of Sakti; the former being a reiteration of the 
underlying theme by two kinds of shape, that of vegetation and that of woman, 
their interplay’', affinity, and identity as movement, the latter enacting the drama 
of the reflection seen in the miri-or and of the living being. “The reflection of the 
face seen in the mirror is nothing in itself as separated from the face; so is the 
living creature (jiva) in itself nothing, a reflection of Consciousness in the mind — 
that self-abiding Consciousness in its true state am I” says Supreme Conscious- 
ness of itself. Sakti exemplifies it, on her own level, with luxurious grace and 
sadness, or any of the emotions which belong to the human face. 

While Sakti looks at herself in the mirror or experiences herself in her move- 
ment to which she yields, while she produces if, she becomes conscious of herself in 
any of her shapes and wondering she knows and greets herself. 

Wondering she enters the palace of her person and touches her body in a new 
awareness (Pis. XIII, XV, XVI) while she discovers her egoity, her own and 
particular “F’ness in the manjr tasks which she performs as part and maid of the 
Great Goddess. . V 

In her wondrous beauty, where the ‘person’ meets her Power, Sakti bends over 
Ahahkara, the “1” concept, which is but herself tainted by her entry into this 
world of duality (Pis. XVIII, XIX). The goddess is near to losing her divinity 
while her beauty becomes animated by emotions (Pis. LX, LXIV, XIII).’" So 
far and no further do these angels descend for the sake of the souls in bondage 
(pasu) whom they introduce to the higher hierarchy. 


This relation is that of the ‘enjoy er’ and the ‘enjoyed’ (bhokta ; bhogya). 
Abhinavagupta who lived at the time when the most ingenuous and diversified images of Sakti 
were carved (c. looo A.D.) says: “The God of unsurpassed felicity is called the enjoyer. 
Desire and such other contents of His self are what he enjoys. It is for this reason only that 
he assumes the state of iSakti” (‘Tantraloka’, si. 190 ; comm.). 

The beauty of dakti lies in the coincidence of her form and meaning, it is a projection 
of her image as it is in God, into visibility by means of art. Her perfection is not only in her 
dance of ])rodiictive intentness (Pis. XXI, XXII), but also in her destructive will as the dancer 
of death. Caniunda, the seventh Matrka, is carved as a dancer, on mediaeval temples (Bhulcsvar 
Temple, ‘Bulletin of the Deccan College Research Inst.’, vol. IV. Fig. 7) ; and in earlier reliefs. 

The mirror is “pure knowledge” (V.D. III. ch. XDVIII. 16). The miiTor is one of the 
attributes of Parvati, and also the Lotus flower.— Goddess and mirror within a lotus flower in 
full bloom are carved in Barhut (Barua, op. cit. PI. XXXI). 

Lata is both creeper and woman ; a slender girl, any w'oman. 

‘Hastamalaka’, 3 (Sayanacarya, ‘Sankara Digvijaya’). 

Hindu, Buddhist (PI. XXXVIII) and Jain (PI. XX) images are referred to here without 
discrimination as the principle “Sakti” is realised by the orthodox and also the unorthodox 
devotees and craftsmen alike. 

The problem of egoity (ahankara) is particularly given shape in mediseval Indian sculpture. 
It may be due to some extent to the infiltration of new. Northern elements (Gujars, Ahirs, 
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etc.) into the people of India, and intensified by the strain and apprehension caused by the 

Its expression differs in kind and degree m the various sculptures (Pis. XU/, Xii, AVI, 
XVII) not only in their countenance but throughout the whole figure or also the whole gr^3 
and its parts. The perfection of movement has not everywhere the same serenity (1 1. XX 
a<^ainst Pis. XVIII, XIX). Vehement in its resilience it finds its balance in the upper part 
of the body (PI XX) ; in another image the body stiffens in dancing frenzy in a vertical of 
high tension (PI. XXI). Emotional overemphasis leads to a tortured expression of some of the 
figures, to a cramped linear movement (of the fluttering scarves, for example, Hs XXI, 
EXIII), to harshness in the contrast of modelled form and the flat ground of the relief (11- Xi), 
to a violent antithesis of light and the deepest shadows (PI. XXI) and to an diiunration of 
modelling (PI. EIV) in sculptures of a subsequent phase. Starkly assertive, the _ 1 conceit 
subjects the ‘curves of life’, the sinuosities of the vibrant form of Sakti, to ^impervious accents 
(PI. Eivi They lend zest and incisiveness to some of the carvings (PI. XEH) while in le,ss 
gifted hands (Pis. XE, EXIII) they deaden Indian sculpture. 

‘Brahmavaivarta Purana’, 11. i. 145. 
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The celestial dancers, the Apsaras, have their bodies built not of the gross 
substance of earth, such as flesh and bones, but of the attributes of air consisting 
©f movement, “bending, stretching, jumping and running”. Thus she dances 
at the festival of the gods in Indra’s heaven (PI. LXVIII; ‘Mahabharata’. III. 
43. 28-32). Gandharvas make the music and join in the dance in Indra’s city 
Amaravati. That he enters Amai'avati is said of a dying person;”^ he is released 
of the earthly sheath of his body as is the initiate, who enters the inner temple. 

In full worship there is always dancing and singing before the Devata 
for his entertainment. This is Rajasika Puja, expansive worship of God. 
In Sattvika Puja, in which is woi-shipped the Essence (Sat), the Supreme 
Spirit, the dance is that of the mind and the senses. It is the dance 
of Sakti^in her various forms. These are carved on the walls of the temple 
(Pis. XXI, XXII, LXIV) and show their “body of movement” which belongs 
to the air and is_ supported by immanent breath. For the air, when 
inhaled, is changed; it is believed to increase in volume by the heat of the body; 
not all of it is exhaled, the major part of its increase remaining. Thus the vital 
forces are_ increased and also the lightness of the body; the more the air (prana) 
is kept in, the lighter becomes the body.'^® This is the object of the 
control of breath (praiiayama) which is a prerequisite in the training of a Yogi. 
The_ lightness of the body (laghutva; ’8vet. Up.’ll. 13) is felt in its effect as a 
soaring, a staying in the air. The power of levitation, inwardly experienced 
through breath, releases the images of the dancing, flying hosts of gods, of Apsaras 
and Gandharvas, of the Vidyadharas, the wizards and of numberless Ganas 
and other celestials (Pis. XXIII, LHI, LXIX, LXXIV, LXV, XXIV, LV). ’ 

Pranayama is part of the knowledge of the sculptor by actual practice or by 
his awareness of it. Another means of concrete realisation, similarly at his 
command is_ by touch, as practised in Nyasa, the ritual act of assigning or locating 
divinity at its proper place in his own living body and in the form of the image. 
Such a constantly repeated concrete experience by touch of shape three dimensional, 
rounded and also breathing, is part of the equipment of the craftsman, as a Sadhaka 
and Yogi. He applies it creatively on the image which he carves. Pranayama and 


^ Garuda Pitrana’ XV. 25 - The body consists of the five elements: earth, water, fire, 
air and ether. Skin, bones, nerves, liair and flesh are the five attributes of earth • bendin°-, 
running, jumping, etc., are the five attributes of the air. “ 

This meaning is implied in Mbh. VII. 7. 20. 

The air inhaled (pfiraka) increases in volume by the heat of the body 5 times while it 
is restrained or the breath is held (kumbhaka) and when exhaled (recaka) two-fifths only pass 
out and tlie remaining three-fifths are retained. " ' 
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hini a subtle sense of tbe living form, not only sustained, but also 
-e. bv breath. In his carvings he makes palpable the ‘body of 


breath’’ by a modelling in which the shape of man, free from the gross weight of 
the earth, the bones and muscles which belong to it, is given transubstantiated form 


With breath restrained the vaulted chest (PI.' LXXIX) lifts the sentient face 
iiito rcsioBS ' where ■ pain is iiiorc'but-- a ineiiiory (PI. XXV), and,, offerings are 
uirde of sound froii manv instruments (Pis. XXVII, XXVIII, I.V), or full of 
detachment, the flight is across clouds of ignorance.- They are cut by the sword 
of knowledge in the hand of the Vidyadhara. Ganas are often seen flying in crowds 
and Vidyadharas are accompanied by Apsaras or they fly singly. Trenchant, 
their backs arched like scimitars, with sword drawn and mace swung across their 
the Devas soar fighting (PI. XXIII) ; in another relief they are 
wheel (PL LXIX) which keeps rolling through 


heaving shapes 

composed into a pattern of the cosmic _ . __ _ , 

the cycles of time, they urge it on wielding their swords and driven themselves in 
its rotation; knowledge is ground by the wheel of time and its swish is the rhythm 
of a ceiling panel. 

Breath, the vital manifestation of the Spirit,_is the support and prime mover 
of all action; it is shown having formed a body of its own which is particularly that 
of the Ganas (Pis. LXV, XXIV, etc.). They are mere quantities (gana = quaiitity), 
look like windbags (PI. LXV), hosts of them. Their bodies inflated by air race 
in gusts across- the atmosphere, support the Vimanas, the chariots of the gods 
(PI. XXIV), and produce the music out of the sound which is immanent in the 
ether and in the air. Full of it, they play it on different instruments and make it 
as articulate as their air -borne, air-filled bodies are made by the sculptor. They 
— and not caryatids — carry the superstructure and walls of the temple (Pis. LIU, 
LXVI„XXXiX). 

The inward realisation of lightness, weightlessness, non-existence cv*^ the 
physical body in a state of concentration on the Supreme Spirit and on His mani- 
festation, the Word, and the hearing of its music are shown in the images of the 
Ganas who, while resembling the shape of man, are unlike it. Their bodies made 
of breath move in the air. ^ ^ 

“Breath goes out with the sound HA and enters again with the sound SA ; the 
living being is indeed always repeating the mantra Ham-Sa. Ham-Sa” (‘Garuda- 
Purana’, XV. 78). Breathing is the rhythmic formula which is constantly said of 
itself. The Hamsa mantra is the “seed of the Universe”, the breath of life (prana- 
bija). Its visual symbol is the Hamsa, the royal mallard, celestial swan (Pis. XLII. 
LXXV) who is the vahana of Brahman. “The Hamsa dwelling in the Light . . 
signifies the unity of Paramatman, the. Lord beyond and without qualities, and all 
that has proceeded from him. It is thus also His symbol as Antaratman, the 
immanent Spirit (‘Saradatilaka’, XXI, 64 f) which is consciousness as the 
manifestation of Supreme Consciousness (Cit). 

In the shape of the celestial swan it is carved anywhere on the base of the 
Prasada or on the ceiling of the ]\Iandapa, flocks of birds in shapes ever renewed in 


Haipsavati Rk. RV. IV. 40.5 


7.3.11 ; ‘Kathopaiii§ad 


SYMBOLS OP REINl'EGRAa'ION 

the course of thousands of years,’"’" in procession, or in couples confronting each 
oth^. Wheie, as in PI. X/XXV, a lotus in flower is shown between two swans, the 
words addressed to the Goddess have found a visible equivalent : “I worship that 
pair of swans who are Hain and Sa, dwelling in the mind of the Great, who subsist 
entirely on the honey of the blooming lotus of Knowledge” {‘Saundarya 
lvciJLia.ri , oo). 

As form (rupam) and figure (akrti) of a verbal symbol, the Hamsa bird carved 

OT the temples means that union towards which fly the- hosts of celestials^' the- 
Gaiias, Vidyadharas and Gandharvas and whose dancers are the Apsaras. They 
are given form, are bcxlied forth by art as images -of the power and the movement ' 
of the Breath and the Spirit. 


From Mauiyaii capitals (3ih Century B.C. ; Rampurva) tO' contemporary South Indian 

Sasanian shape of the bird proved to be the most endurinv 
(FL The Hamsa, except in the classical, ‘hllusionistic” representation of the Kaiiiska 

casket is but rarely shown flying (PL hXVII) ; -even, though -they surround flying Vidvadhams^ ' 
the /birds/aremot'.represeiited: in' flight.', 


MITHUNA 

The State of Being a Couple 


man closely embraced by a beloved woman knows nothing more 
of a without or a within, so also does the Person (the spiritual person of man) 
embraced by the ‘prognostic’ (prajnatmana) Spirit know nothing- more of a without 
or a within. This is his true form in which his desire is satisfied, the Spirit and 
the whole of his desire. He has no desire any more, nor any pain.” 
{‘Brhadaranyaka Upanisad’, IV. 3.21).“’ 

This state which is “like a man and a woman in close embrace” is a symbol 
of Moksa, final release or re-imion of the two Principles, the Essence (Purusa) 
and Nature (Prakrti). This sj^mbol is carved, on the door jambs of the Garbhagrha 
and on the walls of the temple, repeatedly, in the many forms in which limbs are 
conjoined in close embrace (Pis. XXX-XXXIV).“^ The name of this conjoint 
symbol of Purusa and Prakrti, as Moksa, is Mithuna, ‘the state of being a 
couple’. 

Mithuna as symbol of Moksa, ultimate release, means a union, like that of 
the Fire and its burning power, which is inseparable from, and in, the Fire from 
the beginning. Mithuna as practised and beheld by the Sadhaka is a re-union, 
for in th€ beginning the Purusa, the Essence, was “like a man and a woman in 
close embrace. It desired a second. Himself the Purusa divided into two. So 
were bom man and wife. He united himself to her” (‘Brhadaranyaka 
Upanisad’, I. 4. 1-4).“* 

Prakrti as Supreme Sakti is within God, hidden in His own qualities 
(‘^vetasvatara Upanisad’, IV. 10). Within Him, by means of his mind (manas), 
he entered into union (Mithuna) with the unspoken Word (Vak) (S.B. VI. 1. 2. 6). 
The divine ‘bi-unity’ comes about by “Siva’s need of Sakti for accomplishing the 
enjoyment of unredeemed man (pasu, lit. the animal) and his final release” 
(Srikumara in ‘Tatparyapradipika’, the commentary on ‘Tattvaprakasa’ I. 3). 

Man’s separation from God and the world of dichotomy in which he lives 
result from the bi-sexual polarity in divinity, and from the subsequent exter- 


Translated by Coomaraswamy in ‘ha Doctrine de la “Biunite” Divine’, E.T., 1937, 
pp. 289-301. 

The ‘Tantraraja Tantra’, XXI. 88-96 treats of the offerings made to the 50 Mithimas. 

Mithuna as an enrichment on the door-jambs (sakha) of the Garbhagrha is enjoined 
to be carved in the ‘Brhat Saiphita’ TV, ‘Hayasirsapaficaratra’, ‘Agnipurdna’ CIV. 30; 
‘Samarahganasutradhara’, XT- 30-34; etc. 

The earliest Mithuna yet known is carved on one of the earliest historical motunnents vet 
known, i.e., of about the and century B.C. in Sand, Stupa II. Marshall-Foucher, ‘The 
Monuments of Sanchi’, PL TXXVII. 30a. Mithuna is one of the permanently recurrent 
themes of Indian sculpture. A ‘classical’ Mithuna, on a gold ornament, is reproduced in the 
Journal of the Asiatic Society of Bengal’, 191a, p. 383. 

The Buddhistic connotation of Mithuna is the union of Buddha and Prajna 

“*See note 15 1. 
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nalisatioii of'the Conscious Siva as the object of his own Self-enjoynieM 
to regain : the primordial wholeness (BrahmajMna)' the yogin practises' bod^^ 
mental and intellectual exercises and the devotee (sadhaka) ■ observes : the rites^^^ 
his means .of accomplishing .(sadhana) final release. ■ In such exercise (yoga) there 
US a coupling (niaithuna) of the active and the changeless Principles. 

The symbolic union (yoga), in' the .flesh with .the. . assistance of a Sakti may be 
practised only by Saiinyasins who are- far .advanced on the road to metaphysical 
realisation j \vhile the highest class of Avadhuta^‘'^'^'does not require this sacrament 
and may not unite with a woman. The Sadhana in which the Sadhaka is assisted by 
his Sakti is called Tata-sadliana,^"’® In its performance the Sakti is as much woman 
(lata) as she is a vine or creeper (lata). .. ‘^As the creeper. embraces the tree on all 
sides, so do thou embrace me'' ('Atharva Veda.', VI. 8.4.),. '^‘For when one is with., a 
mate, he is whole and complete" (^Satapatha Brahmana', X. 5.2.8.).^^^ Thus 
Gauri is described as Ardhaiigi, the half of Siva's body,, ‘^embi-acing ,8iva as ^tliC' 
Madhava creeper clasps the young Amra tree wdtli her bosom like a cluster of 
blossoms". (‘Yogavasispia, Nirvanaprakarana', XVIII. 3). 

Gods and ascetics therefore should be represented in their love sport (krida, 
Ilia) on the walls of temples^^® but ascetics practising the game of love should not 
figure on the habitations of meii^^® for their game is none of the three purposes of 
life.^®® It is a symbol of final release, its fourth and ultimate purpose. 


^ A vacllmta is a man who is above caste and the ordered life (a&ama ; ie., its four 
successive stages as celibate student, householder, recluse and Sannyasin) and ever 
contemplates the Supreme Spirit only. The lowest type of these Sannyasins live in the family. 
Ill tlie third class, conforming with the rules of Yoga and Bhoga, the Sannyasin may satisfy 
the desire of a woman who approaches him. In the next two classes he is competent to 
practise Yoga with the assistance of a Sakti, In the highest, the sixth class, he may not unite 
with 'a 'woman. . • ^ . . 

iMi rules relating to Xata-sadliana are given in the following Tantras : Siva Samhita, 
p. 45 ; Pranatosini, p. 6iS ; Gaiidharva Taiitra, p. 6o ; Kattlayali, p. 29, etc. 

111 Orissa, {cf. 'Utkalakhanda% XI. Tnd. Ant.( XT VII. p. 217) it is said that Mithuna 
figures on a building prevent the building being struck by lightning* 

In the lightning is seen the iiiiion and identity of the immanent spirit of man and the 
transcendent Spirit. ‘The Person seen in the lightiiing^ — I am He ; I indeed am He (‘Chand. 
Up/. IV.13.T. ‘Kena Up/ 29~3o). No* lightning will strike the building where this union 
is imaged. ' 

T. Bliattacharya, ‘Some Notes on. Mitliima in Indian Art.’ Rupaiii, 1926, p. aef, quotes 
‘vSupraliedliagamab XXX. saying that “Sivakrida, Harikrida and Tapakrida should particularly 
[be made]’’ — a reference which could not be verified from the Tan j ore Ms. of the 
‘Suprabedhagama’ . 

Mitluiiia carvings showing shaven headed and other ascetics occur on the temples of 
Orissa ; aLsO' in Khajuraho, etc. 

‘Mayamatab XVIIT. iii. 

Kama, Lust, with the discipline of its satisfaction, is the third of the 4 purposes of 
life which are iaivfuiness {dhanna), the acquisition of wealth (artha), the satisfaction of lust 
(kama) and the attainment of final release (mok§a). 
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The Amalaka is the crown of a Nagara temple. Above the truncated bod3f of its 
gikhara it clasps the shaft (venu ; PL 1 )“^ and is surmounted_by the finial (stupika) 
with the vase (kalasa) as its most conspicuous part. The Amalaka has a cogged 
rim. Its solid shape is that of a ring stone; it may be compared to an indented 
wheel, the spokes being shown as ribs of its ring shape (PL I). The Amalaka is 
not only the crown of the main gikhara (mula-sikhara, _mula-manjari) of the 
temple, but also of every Manjari or grhga that leans against, or is arra3'ed on, 
its body (Pis. I, II, IV, XLIH, XTV and XLVII). Its shape furthermore is the 
basis of the finial above the superstructure of the Mandapa (PL I) ; it may more- 
over, be doubly present (Pis. Ill, IV) having its larger and main shape surmounted 
by yet another smaller shape."®" Where, as in Orissa, etc. the Lata type of the 
gikhara is dominant each of its Bhumis itself terminates in an Amalaka; carved 
in the comers it is assimilated in its shape to_the square section of the gikhara and 
forms an Amalaka quoin."®" There is no Amalaka on the superstructure of a 
South Indian Dravida temple. Its position, function and meaning are transferred 
there to the cupola of the High Temple, the Vimana or Harmya."®'" 

The Nagara temple is the most Avidely represented shape of the Hindu 
temple, in time and place. The Amalaka is the crown above the gikhara; 
it is at the same time a ring around the emerged part of the internal and 
invisible pillar of the temple, a capital of the ‘Venu’ of which the truncated 
body of the gikhara is a sheath (venu-kosa)."®® It is the highest part of the 
gikhara; separated from its truncated body, it is the base on which rises the 
finial. Its function and meaning are two-fold ; it is the crown of the super- 
structure, the sheath, and a cogged ring around the internal pillar of the temple. 
As crown it is the loadstone which locks together the pile of the gikhara ; as ring- 


The earliest yet known crowning Amalaka of a structural temple has been unearthed 
in fragments at Nagari, Chitor, Rajputana. Mem., ASI, No. 4, p. 126. It belongs to the 
fifth century A.D. Cf. Cunningham,, ASR. IX. p. 43, describing small shrines complete with 
Sikhara and Amalaka, at Tigo-wa, C.P. 

They are called Amalasara and Amalasari respectively (J. Burgess — H. Cousens, 
‘Architectural Antiquities of Northern Gujerat^ op. cit. p. 27). They may be seen on 
temples of Central India, the United Provinces, the Central Provinces ; for example on the 
Mahadev Temple at Nohta, where an Amalasara of enormous diameter is topped by a smaller 
Amalasari ; ASIAR, 1912-13, Pt. I. pi. Va, and in Gujarat, etc. 

Cf. also, ASIAR, 1927-28, PI. LIIA, a Trisnla supported by three Amalakas (.stfipa II, 
Nagarjunakonda). 

The blocking courses foimed by the Amalaka quoins (of the kona-paga, karpa) have the 
shape of a ribbed square cushion (PI. I/XXI ; Osian, Rajputana) or of a rectangular clasp 
(Onssa). Cf. ‘Vispudharmottara', III. ch. UXXXVI. 7-8. 

"®" This has also been recognised by K. R. Pisharoti, in an article on ‘Amalaka’, ‘The 
Calcutta Oriental Journal’, Vol. I. p. 191 ; note 19. 

^ In the South Indian temples, it has been shown, the walls of the High Temple form the 
erderging part of the central pillar which is also called ‘griva’, the neck. 
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stone or capital it rises above it and is the final clasp of the neck of the pillar itself 
invisible and having for its sheath the truncated body of the iaikliara.”’" 

The superstructure reduces the extent of the temple from the surface covered 
by its plan and perpendicular walls, to the point of the finial which is beyond the 
superstructure. This ascension is made haltingly, pausing at every Bhumi or 
level (PL LXXI) and coming to an end of its own at the pinnacle of every Srnga 
(PI. IV), which is but a station on the steep upward slope^and curve towards the 
summit. “The stations on the way to Brahman are conductors of the soul, not 
mai'ks of the road nor places of enjoyment” (‘Vedanta Sutra’, Comm. IV. III. 2-7). 
Srhga clings to Srhga; (Pis. IV, XLIII) ; and all the Uro-manjaris lean against 
and are urgent in their competition towards the top where they come closest to the 
root-Sikhara and the central Pillar. As much as the piers and offsets proceed 
from the perpendicular walls, away from the centre of the temple, so much do the 
Srhgas and Latas compete towards — or leave off — and, reduced in number or 
extent, reach the inner sheath (venu kosa-antara),^®' the topmost course of the 
Vedi (skandha) and the Pillar with its Amalaka. ' It is a long ascent (durohanarn) 
made by the eye on the basis of shape and form. This ascent is an architectural 
analogy to the recitation of the Durohana mantra, “By repeating the Durphana 
Mantra the sacrificer ascends to heaven” (‘Aitareya Brahmana’, XVIII. 6. 20). 
The sacrificer must already when alive ascend to heaven and gain a footing in the 
sun which shines on high ; then he descends again to the earth. Thus the sacrificer 
who has arrived in the celestial world takes foot solidly in this world. 

All this is performed by the repeated recitation of the Durohana Mantra, its 
verses and pauses ail this is performed too by the ever renewed effort at climbing 
the tSikhara with the help of its smaller replicas. By this repeated and renewed 
effort, the apex is reached and the mass of the structure is reduced. The many 
Bhuumis, Manjaris, Srngas and Datas fulfil iheir purpose in different ways on the 
various temples : with a seeming independence and a high flung tension (PI. I) ; 
in a choral sameness of step, reglemented and united (PI. XDIII), or with a 
rhythmical interchange of ascent and pause,— -of vertical curve, and platform ; 
together with Amalaka — sustained by one chain of thought carried in its long- 
course (Pis. LXXI and IV). 

The upward journey approaches its end the nearer it leads to the Central 
Pillar of the temple which emerges from the High Vedi, a straight passage in its 
vertical direction though not factimlly, right from the Garbhagrha and its centre. 
Above the crown and ring of the Amalaka there is no competition, only a meeting 
and concurrence from all directions in the point of the finial; it luses bud-shaped 
or in the likeness of a fruit (mMulunga) from the vessel, the Amrta-kalasa (amara- 
karaka) which makes immortal because "Visvakarma made the Kalasa from the 
different parts (kala) of each of the gods” (‘Mahanirvana-tantra’, V. 181). So 
the substance of the Kalasa, which is gold, as a rule,’®® contains the properties of 


’®® This part is also played by the pyramidal Bhumis of the South Indian superstructure. 

‘Samaranganasiitradhara’, LVI. aSS ; or Skandha-Kosantara ; 276. 

’®® S. Ldvi, ‘La Doctrine du Sacrifice’, pp. S8-89. 

’®® The jar .(Kumbha ; Kala&) of the Stupika is of gold ; it may be substituted by copper, 
silver, stone, brick or stucco (saudha) ; ‘Mayamata’, XVIII. 195. 
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each of the gods up in the deathless (amara) region, stiaight above the Nidhi- 
Kalasa in the foundation of the temple in which were placed the treasures (nidhi) 
of the earth.”" The ‘treasures’ would be transmuted into Deathlessness in the 
High Vase in which their several colours, scents and shapes would have entered 
thrWh their presiding divinities. As above the temple, so also is a vase below 
the temple. In the Vase (kalasa, kumbha) of the finial (stupika) are collected (from 
the root ‘stup’ to collect) ail the properties of all the objects and their potencies 
and merged in Amrta, the Deathless. Into this vase, the Golden Prasada-purusa 
is laid. 

The finial (stupika) with its point (bindu) above the Kalasa, above the Ainalaka 
rises from the centre of the Central Shaft (venu). Its pillar shape is clasped b)- 
the ring of the Amalaka. But it is not the only pillar so clasped. Here it is the 
Central Pillar of the Hindu Temple; elsewhere, the pillar in itself denotes the 
presence of the Buddha and is carved in relief, m Amaravati for example. In 
regular intervals, like the Bhumis of a Sikhara, Amalakas clasp its shai^e. The 
Amalaka here functions as a ring. Through a nuniber_of rings passes a central 
pillar or shaft. This is the original function of the Amalaka as ring-stone or 
naturally holed stone, Svayamatrnna, the self perforated “brick” (i.stiika) in the 
Vedic Agni. Three such self -holed stones were placed, the first on the golden 
man in the centre of the bottom layer, the second in the centre of the third la\’er 
and the third upon the centre of the completed fifth layer. They represent the 
three worlds ; the holes afford to sacrificial man, himself identified with the golden 
Purusa a passage to the highest region.”^ 

The third naturally perforated stone is placed upon the last, the fifth layer 
of the Altar; the Amalaka too, is placed above the platform of the Vedi of the 
Sikhara. By its position it signifies the celestial world, below which the temple 
has its extension in space (antariksa), the mid-region — between heaven and earth. 

The central j)iliar of the temple thus is alike to the Passage in the Fire- Altar ; 
through it sacrificial man, the devotee, attains to the Highest Point where he is 
altogether liberated from the conditions of space and time. This straight, short 
way however is only for those who ascend from the Centre, from within the darkness 
in the mountain to the light above. Figuratively, the Pillar strikes the ground in 
the centre of the Garbhagrha, a shaft of light. Nothing retards their ascension, 
it is instantaneous. The pilgrims from afar, however require the conductors on 
the way upwards. They are stationed on the outvrard shape of the temple, in its 
architecture. The temple as a monument thus serves a similar purpose as the 
icon (muiti). The highest kind of devotion need not dwell on either and ascends 


The Nidhi-kala& need not necessarily be present in the foundation. 

The Amalaka and more precisely, the cupola (Sikhara) of the High Temi:.le {Vimiina) 
above the Bhumis of a South Indian temple, would correspond in their topmost part to the 
r^f plate of the domed house” and represent an architectural equivalent of the Sundoor 
one escapes altogether” as pointed out by Coomaraswamy, ‘Some Si>urcos of 
TAfwSv^ v' Volume’, p. 473, note 12 ; and also in ‘Pfdi Kannika’, 

70.0^’ 'f of the Dome’, op cit., I.H.Q. 1938, and ‘Eckstein’, ‘Speci'dum’ 

two Reliefs from Bharhut’, JISOA 1938, l.c. ‘Svayamatnina, Tanua Codi’, 
Aaimoxis , 1939, could however not be consulted. 
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straiglit from the Centre within the cavity, within the heart, to the Highest 
Point. 

The central pillar ‘pillars apart’ heaven and earth (AV_. X. 8. 2). It is a 
pillar of light, extending downwards from the sun in the zenith and rests on the 
earth (‘Aitareya Brahmana’, V. 28. 1). Its sheath (venu-kosa), the super- 
structure of the temple, shines with innumerable Gavaksas (ray -wheels) in all the 
directions, a light-house on which ‘revolves’ the Amalaka with its cogged rim. 
Its indentations sum up the buttresses and projecting angles of the total building ; 
together with it they seem to revolve around its vertical axis, which divides while 
it unites, heaven and earth (cf. RV. X. 89. 4). 

The Amalaka effects and symbolizes the passage to heaven; it is the archi- 
tectural symbol of the celestial world ; viewed as sculpture, it is a three dimensional 
shape of the filaments of the lotus or of a halo with its rays.’” The disc of the 
sun looks like the pericarp of the sky-lotus of which the petals are the directions 
of the compass and the filaments the solar rays.’” The rays of the sun, in another 
inscription”'" are seen as “the round wooden rings of the sacrificial posts (yupa)’’. 

The naturally perforated or ring-stone”® is the prototype also of the many 
carved stone discs which have been found in various sites.’” They have a large, 
round hole in the centre, as a rule; a ring-stone however having no hole has been 
found in Mathura. Its solid centre is filled with the carving of a lotus-Amalaka 
shape.’” 

The Amalaka ring-stone on the shaft of the Pillar of the Sikhara symbolises 
the celestial region where the rays of the sun spread like the filaments of the lotus 
of the zenith (‘Brhadaranyaka Upanisad’, VI. 3.6). This region is above the 
body of the temple, above the truncated superstructure, around the Central Pillar ; 
there the Central Pillar gives up its shaft and emerges from the Amalaka as it 


The complete and -unconditioned liberation (mukti) is distinguished from temporary 
and conditional states known as: ‘salokya, sarupya, samipya’ and ‘sSyttjya’. The last is a 
becoming one with God ; the first, a dwelling in the same world with God ; it is attained by 
image worship. 

Cf. tlie Sakti-cakra like _the rays of the sun “on the white lotus of eight petals” 
(‘Kalottara Agama’, quoted in ‘Isanasivagurudevapaddhati’, Pt. III. ch. V. ri f.). 

‘Ep. Inch’ XVIII. p. 49f ; Cola Inscription, Cape Comorin, ‘Travancore Archaeol. 
Series’, III. p. 85 f. 

Rewa inscription of Malayasiipha ; Memoir, ASI. No. 23 ; E. D. Bauerji, ‘The 
Haihayas of Tripuri and their Monuments’, p. 135. 

’’“Is a symbol of re-generation. Those who pass through it are, as it were, bom 

again. Crooke, op. cit. p. 322. Cf. the Muktidvara in Satmnjaya, etc. The ring stones 

having “undulating surfaces” (Marshall, ‘Mohenjo-Daro and the Indus Civilisation’, pp. 61-62, 
PI. XIV. 6) may, more closety even than the others, be connected with the corrugated shape 
of the Amalaka. 

Maurice, ‘Indian Antiquities’, 1793, also tells of the belief in a new birth of the soul by 
passing through holed stones. Self-bored stones are used as ‘lucky stones’. 

Taxila (three from the Bhir Mound, one from Hathial) ; others have been found in 
Sankisa, Kosam (near Allahabad), Raj ghat (Benares), Patna, etc. 

”® ASIAR, 1930-34, PI. CXXX. I. On its outer rim is carved the figure of an animal 

with the body of a lion, the wings of a bird and the head of man. 

Havell, ‘Handbook_of Indian Art’, pp. ;8, 57, 112 and also in his ‘Ideals of Indian Art’ 
p. 171, connected the Amalaka with the Eotus, if differently from the present context. 
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were in its inmost core only, as finial (stupika)."” Inasmuch as the Amalaka has 
retained its meaning as ring-stone it is a symbol of passage, of exit from this 
world and entry into heaven. In its appearance however on the monument it is 
the crown of the temple. In it are gathered the slopes of the Sikhara; their 
multifarious profiles are commuted into the unity of its solid and comprehensive 
shape. 

In South Indian temples where the shape of the Amalaka is unknown, the 
cupola of the High Temple (vimana ; harmya) takes its place. In this connection, 
the High ‘little temple’ (harmika; hammika or ‘little palace’) on top of the 
Buddhist Stupa has its particular significance. In name and position this 
Harmya is identical to the domed High Temple on top of the Bhumis of the South 
Indian Prasada. Its shape too, where it is shown to be a chapel with a vaulted 
roof“’ is cognate with that of the South Indian High Temple and its cupola. On 
other stupas however no such chapel is shown within its square railing and 
surmounted by successive tiers of slabs, increasing in area. Instead, the square 
railing has the shape of a closed casket with a railing pattern for its sides; on 
which rest the tiers of slabs, successively increasing in area.”' 

The self-same combination however of the closed casket whose sides consist 
of a square railing, surmounted by an inverted pyramid of slabs, is placed on top 
of the capital of pillars, either structural or carved in the rock and contemporary 
with the stupas and their ‘caskets’.”^ The contents of such a casket are known 
for they are also taken out of the casket and carved above the pillar capitals. In 
one instance”^ an Amalaka is carved above the railing of the ‘casket’. In this way 


The Amalaka has been shown to have an equivalent in the flat stones which are used 
to cover the opening of the top of the ‘spire of Toda-huts’ “where certain relics are intended 
to be hidden from the public gaze”, Simpson, ‘Origin and Mutation in Indian and Eastern 
Architecture’, published in ‘Transactions of the Royal Society of British Architects’, 1S91, 
P- 253- 

In Barhut relief representations (R._ Chanda, ‘Beginning of the Sikhara of the Xagara 
Temple’, ‘Rupam’, 1934, Figs. 1-3) a ring shape from which emerges the finial “shuts" up 
the hole at the top of the dome^h 

Such shapes have played a part similar to that of the Amalaka ; there however the 
‘ring-shape’ etc., rests on the dome, etc. itself and is not separated from it by a central shaft, 
as it is on the temple ; such a separation would be meaningless in case of a structure ; tlic 
super-structure of a temple however is a monument, it functions symbolically and not 
structurally. The vision of the celestial region and of the Cosmic Pillar becanie symbolic 
form by the transposition and transformation of structural shapes. To the same extent are the 
body and limbs of the images reminiscent of the shape of men although they are unlike it. 

““ The term Murdhe§taka (‘Mayamata’, XVIH. 117 ; ‘Kasyapasilpa’’, XPII. 1-2), the 
head, or top ‘brick’ is the place where the finial is fixed ; also the ‘pidhauaphalaka’ of a wooden 
^ructure ( Tantra-Saniucc^a’ Pt. I. ch. II. 49-50 ;) cf. Coomaraswamy, ‘Pali Kannika — 
Circular Roof Plat^; JAOS, 50, pp. 238-243. 

'^bhough the Amalaka has no place in the South Indian Vimana as a whole, its sliajie, 
though modified, is yet recognisable as part of the capital of Pallava and Cola pillars. 

”’Barua, ‘Barhut’, Pt. III. Pis. RII, RIII. 

For exai^le in Ajapta, Cave IX ; Karli, etc. Cf. the increase in area in the oppositc- 
direction of the Bhumis m the super-structure of the temple. 

184 ^edsa, P. Brown, op. cit.; See also note 191. 

On a structural pillar at Besnagar, see P. Brown, op. cit. PI. IX, Fig. 4. 


352 


amalaka 

it is made however the Amalaka is shown within the casket 

whose sides are opened up for this purpose ; onty their posts are left at the four 
corners. On some of these pillars, the Amalaka in its receptacle is placed above 
the lotus (Bedsa, Karli) or pot (Ambivale, Nasik) shaped capital. The lotus as 
well as the pot are inverted, they are seen from above downw^ards, their petals 
and contents are showered from a celestial world to the earth below. CoiTes- 
pondingiy, in a wooden temple it is the rale according to the ‘Tantrasamuccaya’ 
I. II. 48, to measxire the rafters of the Sikhara from its top downw'ards; it is under- 
stood spreading from above to the walls of the temple below. In this inverse 
measuring- the Highest Point of the temple is taken as its ‘origin’ and starting- 
point, which it is ontologically ; the temple as symbol of manifestation begins from, 
the Bindu, the point limit between the unmanifest and the manifest. Tliis point 
is situated above the Amalaka. 



Indian pillars of later ages, from the Gupta period onward, retain the Amalaka 
without or within its casket as constituent part of their capitals. These have many 
variations and elaborations but, as a rule consist of the capital proper, called 
Bharana, ‘bearing’ {S.S. BVII. 69; BXIII. 56) — on many types of pillars it has 
the shape of an Amalaka (PI. LXXVI) — and a kind of bracket capital, called Sirsa 
or head. The intervening part, if present, is called Hiragrahana.^®“ Below the 
Bharapa a ‘collerino’ may be present, called Virakantha.1" Vira denotes the 
sacrificial fire and Virakantha is the space of an inch from the edge of the hole in 
which the sacrificial fire is deposited. This connotation has, its origin in the same 


Cf. the corresponding representation of a ‘surrounding railing’ carved belo-cv the tree ’! 

which is meant to be shown surrounded by it ; Barhut, op. cit. in the scene of the Jetavana V 

Jataka (PI. XkV). vf, 

In Bedsa, Karli, Nasik, etc. The thin corner posts are replaced by the figures of 
Ganas who act as Karyatids ; their bodies are placed slantingly like brackets ; the straight 

corner posts disappear. Tliis change can be seen on the capitals of pillars of one and the p 

same cave, the Vihara 3, in Nasik. The same type of Amalaka with the figures of Gapas, etc. 
as ‘struts’ i.e., ‘corners’ of the casket occurs in Ajapta, Caves I and II, whereas in cave' XXVI, 

Yaksipis with their trees act as struts. | ; 

South Indian texts know the capital as Bodhika or Potika (‘Kasyapasilpa’, IX. i f). i 

The wrongly called^ ‘cushion’ capital of the pillars in the ’caves of Badami (6th century), 
the Dhumar Tena in Ellora and the Siva temple in Eleplianta (7th century) consists of an i 

Amalaka without any ‘casket’. More than one Amalaka forms the capital of the Iron pillar ' 

in Delhi (415 A.D.). Cf. the proportion of the Amalasaraka of the pillar, ‘Visnudharmottara’, ; 

II. ch. XXIX. 58. ■■ ; i 

The names Hiragrahapa, also Hira or Hiraka occur (S. S. LIV. 24, DVII. 253 ; 497) ; ’ I 

in Gujarat, HTragrhas are the corbels intended to hold the lower tenons of bracket figures ' I 

(Burgess-Comsens, op. cit. p. 24). f 

• Hiragrahapa, ‘containing or enclosing the diamond’, may originally have referred to [ 

the corbels (such as in Bedsa, Karli, Nasik, etc.) forming an inverted pyramid of slabs above ' j 

the Amalaka in the casket, while Hiraka may denote the Amalaka, the stone whose meaning ’ ■ 1 

is as precious as a diamond. 

S. S., I/XIII. 57. “Viragapda’, an instance of popular etymology. ’j 

South Indian Vastufetras use a somewhat different terminology for the parts of the pillar. ■ I 

The word Virakaptha however is retained (and translated by P. K. Acharya as “warrior’s ' ! 

neckp in ‘Manasara’ XV; the name of the capital, Bodhika (Pofika), derived from ‘awakening’ : 

and ‘enlightenment’, refers to the liberation which is attained by passing across the Amalaka as i 

ring-stone and Mukti-dvara. I'iiJ 
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place where, on the Uttara Vedi, the lant Svayamatpjija hn 
the terms belong to ‘surrounding shapes , of the immaneiu i 
Altar, or of the sacrificial Fire. 

As many as are the uses 
especially of the highest of these Svayamatrnnas 
manifold also are the meanings -namp 

the root ‘mal’, “to hold” or to j 
as a ring. Its name moreover is _ 
short ‘a’ ; Amala means without impurity 
‘pure stone’ was given to it, especial!}’ t 
of this kind is Amala-sara, Pure Essence, 
the High Region, the celestial world; of w 
Mukti-dvara, door of liberation — is 

When however, as generally in Vastu-sastra, Amalaka 
it is the name t* 

Closer, however 


of the Amalaka, the cogged ring-stone —and 
' i, denoting the celestial world— so- 
ot Its name. Etymologically it is derived from 
father’’ ; this meaning describes it in its function 
Tdifferently written and frequently begins with a 
stainless; thus the name Amala-sila 
le Buddhists. Another of its names 
' Both these names are descriptive of 
hich the Amalaka— as ring-stone and 
the symbol denoting entry and final integration. 

begins uith a long ‘a’ 

of the fruit of the Emblic Myrobalan,_whose shape it I'eiuoteh^ lecalls. 
than this resemblance is its affinit}'' with tlie circle or lotus 
filaments which are likened to ra3''S. ^ ^ t > 

The Amalaka moreover in early Vastusastra is also called ‘Apda , the egg 
fsee Part VII, p. 273). The interchange of these two images has its background 
in the ‘Chandogya Upanisad’, III. 19.1 : “The sun is Brahman fench is the 
teaching ; and its exposition is this : In the beginning, this \vas indeed nou-existent , 
it became existent; it came into being; it became an egg; it lay peiiod o 

one year ; it broke open ; then came the two halves of the egg shell, one silver, one 
o-old’’ and gankaracarya’s commentary ; “What is emphasized is not the negation 
of existence {but the absence of differentiation of Name and Form). As a matter 
of fact the term ‘sat’, ‘Existent’, is found to be used in the sense of differentiated 
name and form’ and this differentiation of name and form of the universe is mostly 
dependent upon the sun’’. The Brahmanda the ‘world egg’ is the tnie Dhatu- 
^arbha’ and is enshrined as such in the Harniika or casket above the Stupa. 


end of the cross-bar on the throne of Bnddliist divinities, ASIAR, 1925-29, 

LVII Or, to its use on the pillar, on the Ayakakhambas of a Stflpa (Gumaclidurru, 

ASIAR, 1925-26, PL XXXVb pand in symbol-ornaments stuck into the coiffure of ^rraco.ta 
figurines, on plaques (‘Annual Bibliography of Indian Archaeology’ XII. PI. V.) Not only 
in the capital, but also as part of the base of a pillar comparable to the lowest fevayamatp.in‘i 
is the Amalaka shown in relief representations from Nagarjunakonda (ASIAR, ig27-2S, PI. Li-L 
“®Beal, Buddhist Records II. pp. 136-7. Foucher, ‘V Art Greco-Bouddhique’, op. cit., 
I. p. 96. note. 

^Sainarahganasittradhara’, LVI. 49 ; 154, etc., Anialasaraka. iLnialasaraka however 
would be synonymous with Amalaka. 

In this connection it may be possible to see some light thrown also'^ on the^ corbels^ 01 
bracket capitals of pillars, etc. where an inverted pyramid composed of tiers (Hiragrahana) 
rises above the Amalaka. Their symbolism might be referable to that of tlie spheres above 
the sun, from Svarloka upwards. .. . . 1 p f , 

The successive increase in area of the single Slabs’ serves a , purpose akin 10 tliat ct a 
bracket capital on the pillars, , whereas no- such purpose is served by the same shape on lop 
of the Stupa. The slabs of this inverted ^pyramid share with the pyramid of slabs 01 tiie 
temple the function of a solid cover, : ^ 


AMALAKA 


Above the Amalaka is the Stupika, the finial, frequently made of gold, or 
gilded. Its most conspicuous part is the round body of the jar, the Kalasa. “The 
golden Kalasa, a 'high seat’, on the summit of the god’s dwellings looks as if it 
were the sun’s orb that had arisen on the lordly mountain of sunrise. The Kalasa 
is likened to the sun and the temple is “the Mountain where the Sim rests at 
midday.”'* Meru, the support of the Sun,”** and “the one Sun that never 
leaves the Meru” (‘Aitareya Brahmana’, XIV. 6.44, Comm.)”° are symbols of 
the ultimate state of illumination of the Sadhaka for whom the sun neither rises 
nor sets. “For one who thus knows the secret doctfine of Brahman, it does not 
set nor does it rise; for him it is day, once for all” (‘Chandogya Upanisad’, III. 
11.3). 

To the Sun these worlds are linked by means of the quarters (‘Satapatha 
Brahmana’, VI. 7.1.17). Beheld from above, the temple spreads from its finial 
to the four quarters, while seen from below, it is a step-way (sopana marga) to 
ultimate release (mukti).*'” 

The Amalaka, below the golden orb of the Kalasa-sun, the ring of spotless 
rays, is the celestial world in which dwells the sun as the pericarp which is above 
and in the centre of its halo of filaments and its wider sheath of petals (padma-kosa) . 
The Amalaka and also the dome of the Harmya represent the lowest celestial level 
of an extra -cosmic Empyrean.’” 

In the Kalasa — sun, all the gods are merged in the Deathless; the Amalaka 
consequently is sacred not to one god only but to the Three great gods, Brahma, 
Visnu and !§iva. This is the meaning of the Amalaka as the fruit of the tree (the 
Emblic M 3 mobalan). Its legends are recounted in the Puranas. 

The Tulasi is sacred to Visnu and the Bilva is Siva’s tree. Once when all 
the gods and sages (rsi) had assembled at the Tirtha of Prabhasa, Devi, Siva’s 
Sakti, wanted to worship Visnu and Eaksmi, who is Visnu’s Sakti, wanted to 
worship Siva. Deeply touched, their 63^^68 welled over with tears of joy. Where 
the tears fell to the ground, Amalaka trees grew up “since they were born from 


‘Ep. Ind.’ XIII, pp. 46, 56 ; Kanarese inscr. narrating the building of the Mahadeva 
Temple at Ittagi, A.D. 1112. In many other inscriptions too, the golden Kalasa is likened 
to the sun (Khajuraho' inscr. of the year 1001-1002, ib., I. p. 144 ; in a I2tli century inscr. 
from Pithapuram, ib. IV, p. 44. f. etc.). 

The Kalasa is made of gold, silver or copper ; I.P. IV. ch. XXXIV. 20^ f. The word 
‘finiar in the present context is taken to denote the entire object above the Amalaka or the 
cupola (sikhara) of the South Indian temple. 

Deopara inscr. of Vijayasena, ‘Ep. Ind.’ I. p. 314. 

Hansot Plate, 756 A.B. (Broach) ; ‘Ep. Ind.’ XII. p. 203. 

The sun called Digbhraja, the illuminator of the regions. 

Buddhist stone inscription, S-gth centur3[_; ‘Ind. Ant.’, XVII. p. 30S. 

Each Srhga or miniature Sikhara has its Amalaka in the hierarchy of celestial regions 
(Pis. IV. XEV) whether these shapes are distinct units as on the temples of central India, or 
form one sequence of architectural form as in Rajputana (PL EXXI), Aihole (Fig. p. 1S3) 
or in Orissa, where the Amalaka-quoins appear as mouldings of the ‘Kopaka paga’. In these 
positions they do not symbolize the sun in the 4 quarters ; the comers of the temple, as a rule, 
are in the intermediate directions. 

See Coomaraswamy, ‘The two Reliefs from Bharhut in the Freer Gallery’, l.c., i>. 150. 




tears and all the gods and sages saw Brahma, Visnu and giva m the Amalaka tree” ■ 
(‘Brhaddharma Purana’, XII. 1-35). _ , , <oi a t> - > 

• Brahma ftT'lmaSt 

in tt unfiaf V^u‘is seated at iti bottom ; Bnahnm above 
aid Ska hfgher still. The sun is in its branches, the g^s are m their ramifications 
and inTts leaves, flowers and fruits. Thus the Amalaka is the support ox all goes. 

The Amalaka, tree of manifested deity, redeeming, supernal tree has 
contributed to the temple the image of its fruit. It is raised high omJic Iillai, 
Sole the trunk of the Prasad a. Its radiance is gathered in its ring of rays, jt is 
given additional support by images carved below it and placea abme t.ic last Baumi 
oi the superstructure. Simhas, the four Viinana-palas or Guardians or the 
temple, or aspects of the divinity of the temple mai^, out need not, placed in 
this high reo-ion.'” Towards the light which spreads from the Amalaka to all the 
regions, the Uromaiijaris, Sriigas and Tatas_, every shape of the superstructure o 
the temple is seen to ascend: progressing m series, forming \eitieal bands ancl 
ridges and dark narrow paths, flung toward the summit across all strata, all 
kimis, and linking up the piers and offsets of the walls with the superstructure 
IPls XLIII XLV, I, IV). In one competition, from tlie_ Vedi, the ground on 
Lrtii to the High Vedi of the gikhara proceeds the ascension of the many units 
of form The images cease at the height of the Face of Glory and are shown once 
more, below the Amalaka.=““ The long ascension (durohauam) has altogether been 
given form. On some gikharas, moreover (PI. XLV), a small figure of man is 
llactd It is outside the body of the Prasada, climbing the mountain of the Sikhara 
towards the Amalaka and the Flag placed in the High region. It is the figure of 
the warrior, the Ksatriya, the who gains here a footing, high on the 

superstructure, ascending to heaven. 


The names of the four Vimanapalas are given as: Nyaksa, yivasyan, Jtlitra, and 
Kaatta ; ‘Vaikhinasagama’, VII, VIII, XU: see also, Gopinatha Rao, op. _cit. Vol. It- K- 
Appendix, p. 5. They are forms of the ‘Sun’; see PI. LXI, Head of a Vimanapala or Devar^i. 

On temples where the Latas of the Sikhara exceed in height the Mulamaipan especially 
in the Deccan, the Kirttiinukha is carved at the very end (temple of Jhodga ; Amrtesvar 

Temple in hatanvalli, etc,) . ^ . -r i i a 

In Orissa, ‘Deul Caranis’, a particular form of. the Lioness, are carved below the Aina, aka. 
They are related to the Caracas, movers at will, floating through the air ;thej- belong to the 
group of Siddhas, Brahmar§is, Devar§is, etc. (‘Harivaiii&’, CXXVI. 3); The Kasyapasilpa , 
XXVII 66-69, speaks of the figures of bulls in the corners of the gala (neck) such as aie 
to be seen on Pallava and Cola Temple (Kailasanatha Temple, Conjeevaram, etc.) or of images 
of the 4 Bhutas, named Amoda, Pramoda, Pramukha and Durmukha. Their head-god is 

Yama (cf. Part III, p. 59, the Pecaka Vastumaydala). 

On South Indian temples however, the super-structure too is full of images. 

The figure of the Royal Knight with the sword at the right side, is carved in the^ very 
act of ascending, under the Amalaka (Talesvar temple in Tilasma, Mevvar, Rajputana ASI. 
Progress Report, Western Circle’, 1905, p. 56). Today even this figure is locally known as 
the “royal personage who built the temple and who by means of that meritorious act ascends 
to heaven.” 
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THE TEMPLE AS PURUS A 


The meaning of the forms and figures on the walls of the Prasada and its | 

superstructure is held and integrated in the crown of the temple whether it is dome , I 

shaped as in South India or has the appearance of an Amalaka, asjon the great | 

majority of temples. Beneath the apex of the dome and under the Amalaka, the 1 

house of God rests on this earth whose extent, architecturally, is covered by the ;i 

Vastupurusamandala. In it the temple has its plan, prognosis, and projection on I 

the surface around the Brahmasthana ; its centre coincides with that of tlie 
Garbhagrha. It is there that the Pillar of the temple, passing downwards from the 
High Temple or the Amalaka, strikes the ground. The Brahmasthana, ensconced 
in the body of the temple, in the Garbhagrha, is transfixed, as it were, by the 
vertical shaft of the finial above the dome or the Amalaka; disembodied, beyond 
the body of the Prasada, it stays in the Empyrean and points into the unconfined. 

From its point downward the temple spreads the rich folds of its cloak, the sheath 
of its Pillar, its super-structure and walls. It extends in all the directions, has no 
facade but is oriented. From its hem or perimeter upwards and inwards it 
connects all the directions of space and all the constellations in time, in a 
sumptuous fabric. It coheres in strict measure and is woven with images, each 
in its place ; they are multiform in all the pursuits in which man is confirmed in 
deathlessness (Pis. XXX, LXVIII, LXXX). The long ascent (durohanam) from 
tier to tier and peak to peak, is lit by the ‘radiance’ of Amalakas and Gavaksas; 
the light of the sun rests upon their curves and mingles with the superluminous 
darkness which is held in them. E? -h peak has its sun, each station its light; 
it is eclipsed by one that shines from a higher plane which, with a greater power, 
draws towards itself the forms of monumental display. Far above and yet 
supported by the ground of nature, the high platform of the superstructure^levels 
in its squareness the competition of the multitudinous forms and images. Thence 
the Pillar of the Temple emeiges naked : it is seen from this high level only whereas 
its immanence in the body of the Prasada supports, each of its varied profiles and 
strata, which form the slopes of Mount Meru, the body of this Univer.se. 

All the things indeed of “this wmnderful world (samsai'a)’’, — its cour.se and 
the passage that leads beyond it — “are described under the guise of the temple 
(Prasada) : the diverse shapes of all creatures, high and low, encaged in their bodies 
through their various actions, from the celestial beings (downwards). Thus the 
kings are admonished in the above inscription j not to turn their minds to sin, but 
to see the Order of this world in the likeness of the temple and be guided by it, 
suppoi'ted by it in the long ascent to the ground above, the High Altar, above 
which are the rays and the deathlessness of the Sun, the Brahman (‘Chandogya 
Upanisad, III. 19.4; Taittiriya Aranyaka’, II. 2.2). Below it, all are in the 
power of death, who has given this residence on earth to sacrificial man so that he 
may ascend to its summit, and finally transcend it. All is order in the residence 


■"rSirpur stone inscription, verse 2i ; S-gtli century ; ‘Ep. Ind.’, XI. p. igo. 
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of God on earth, in the symmetry of the structure, and its plan, square m snape, 
it is the Vastupurusa, the place of all the gods. The Vastupurusa, 
Existence the Asura, the unruly, expansive, is kept in check, cosmic 
order covers it and makes it the time-table of its movement every 
day every year, in all the cycles of the aeon. All the gods, those of the stars and 
the suns," face the Bi-ahraasthana, are turned towards the centre, they have their 

“ ' le, adorning the folds of its robe, the 

i. Viewed from above as much as from 
;■ — ^they have their stations 
ot the temple w^rapt in its still 
“ing circumam- 
g its vestment in the many 
offsets and piers (PL XLIV), the pages in the book of all Time, a 
where the South and the North have the same architectural 
different as is their orientation. 

struck; it inheres the mass of the temple; 
turned around its axis and has thrown fort? its 
visible and clear to all. The solid pile of the 
md recesses and their sculptural exposition, is 
the air (Pis. XXV— XXVIII) 
In it Sakti is' active, the power that drives forth the 
The Spirit gives His impress to it, and Yama, the 
Dharmaraja, gives it definition and finality in the succession of creative movement, 
at its own time and place. 

The temple stands firm ; it is a monument of the movement of the cosmos' and 
leads beyond it. It is to be seen and comprehended (darsana) by circumambulation 
(pradaksina), to be approached and entered (abhigamana) so as to be bom from 
its dark womb and to ascend its height in an instant of coincidence, to the golden 
point of reintegration from the middle of the cavity, in the heart. This monument 
is the seat and house of God. Its substance and shape (akrti) is Prakrti 
(‘Agnipurana’, LXI. 25 f), the primordial nature of the world; its images which 
mirror the course of the world (samsara) give liberation (‘Kulariiava Tantra’, 
II. 24). Its total form is the seat (Prasada) of the Supreme Spirit. 

‘At the end of Prakrti’ (‘Agnipurana’, Cl. 13), in the Kalasa, the golden 


images placed on the body of the tempi 
buttresses of its walls and face the devotee 
the Centre — which view no physical eye can take- 
simultaneously, in rhythmic intei-vals on the body 
mantle of carved stone. Viewed however from outside, and compell: 
bulation, they are the links of ks closed body, unfolding 
recesses 

consolidated region 
profiles and only their images are as 

On the fixed ground, the pillar is 
like a lighthouse it has, as it were, 
radiance in the shape of images, 
monument, with its buttresses s 
embodied movement, it revolves with the spirits of 
in unbroken rhythmic form 
form, and is its substance. 


The vision of the Temple, the Seat of I/iberation, is amplified in the image of Vaikuntha, 
the World wherein dwells the Supreme Vi§iju. 

Vaikuntha is described as full of many cities. In the centre is the city of Ayodhya, sur- 
rounded by ramparts and gates in the four directions each having a high Gopura. In its centre 
is the “inner city” (antafipura) of Vi§nu, itself surrounded by ramparts. In the centre of the 
“inner city”, is the hall, “the King’s abode” (rajasthana) and in the centre of the hall is the 
“Beauteous Throne”, the essence of all the Vedas. In its centre is the Yogapitha, the Base 
of Reintegration, and_in its centre is the eight petalled Lotus, at the centre of its petals is the 
Supreme Puru§a and Isvari ('Padmapurana Uttarakhan.da’ ch. CCLVI, 7-26 ; cf. also CCLVII. 
120-133). 

The temples of South India, the Dravi^a countiy, with their Prakaras, or ramparts sur- 
rounding the innermost shrine, are the architectural form of Vaikuntha, the ‘Un-hindered’, 
pervaded throughout by the Supreme Puru§a. 



THE TEMPLE AS PURUSA ; | 

Prasada-Puriisa is installed’*”^ in the Bmpyrean below the Paramount Point of the ^ ; 

finial. The temple as house and seat of God in which dwells His Bssence is also i 

His body; the temple contains the whole manifestation (‘Mayamata’, XVIII. 193) ; 

in which He is beheld as Purusa, Supernal Man. “The Prasada should be - 

worshipped as Purusa” (‘Silparatna’, XVI. 114). It is both, His house and 
represen tation.^°° The several parts of the temple communicate His living presence 

and are likened to the body of man in the same way as the square of the plan and ; 

its partitions are the ‘body’ of the Vastupurusa. The door is the mouth, the 

Amalaka or the High Dome is the head ; its Brahmarandhra or foramen^*”^ is pierced 

so as to receive the tenon (kfla) of the finial (stupika). The image in the 

Garbhagrha is the Life (jiva) of the temple concealed in the darkness of the cave, 

enclosed by the mountain of its walls. The outside of the bulwark, teeming with 

ordered shapes and figures, is its explicit form. The temple is conceived from 

inside and visualized from outside ; the communication between inside 

and outside is brought about by the radiating power from within which 

assigns its place to each and every facet of the walls ; the inner dark is extracted 

through closed doors and windows (Ghanadvara and Gavaksa) as a chiaroscuro 

which adheres to the Prasada extended in mid-space and facing all the directions. 

Tier upon tier in a solidified ascent, its bulk is reduced in the tapering super- ^ 

structure and carried towards the Paramount Point. 

When the building is completed a large flag, as long as the temple is high, is 
fixed, at the top ; the finial is installed and the Kalasa. 

Finally, the rites of consecration are performed : the indwelling essence is 
established in the temple (hrtpratistha).““® 

As in the beginning, so also on the completion of the building, the rite of 
auspicious germination (ankurarpana ; I.P. IV. ch. XXXIV. 27; ‘Kamikagama’, 

LXI. 3 ; Mayamata, XVIII. 166) is enacted and oblations are given at night. Then 
at dawn, of another day, the Sthapati, the master architect, and the Sthapaka, the 
priest architect, ascend the Vimana and with a golden needle, perform the rite of 
opening the eyes (netra moksa) of the Prasada in front of the cupola (Sikhara) of 
its High Temple (Harmya). 

The Sthapaka then instals the Prasada, in its concrete shape (prasadamurti) 
on its altar or pedestal (dhisiijmmiirti) and places in it the Seed (bija) of the Temple. 

Prior to the inception of the building, the Seed of the temple, — its causal stage 
whence the unmanifest becomes manifest — was deposited in the ground (bhumi), 


This rite is performed — ^not only — in South India to this day ; cf. also ‘Pauranikavastu- 
Mntiprayoga’, Fol. 24 B ; ‘Brhacchilpasastra’, III. 102. 

Cf. S.B. XIII. 8 . I. I. where the Vedic funeral mount is spoken of as “house and 
representation”, “grhaip va prajuanaip va’. 

The Sukanasa is the nose, the Bhadras are the arms, the Anda=Amalaka, the head ; 
the Kalasa, the hair ; the Ka^itha, the throat ; the Vedi, the shoulders (skandha) ; the door, 
the mouth, and the image (pratima) is the Jiva, its life. (‘Agnipuraya’, LXI. 23-25). See 
Part IV, note 84. 

Coomaraswamy, ‘Symbolism of the Dome’, 1 . c., p. 53. M. Eliade, ‘Yoga’, p. 306. 

A summary is given here of their description in the ‘Isanasivagurudevapaddhati’, Pt. IV. 
ch. XXXIV. 65-93. 
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in the womb of the Earth/"’ surrounded by all her substances and sheltered by her 
so that the temple may arise. Now the building is completed, the Seed has gei- 
minated, assimilated all the substances and grown into the body of the temple. 

In the completed building too, the Seed, having germinated in its substance, 
is realised in its causal, creative significance in whicu it dwelt while the temple was 
being built in the lotus of the heart,-" of the Guru, the Sthapaka. Now on the 
completion of the building it is brought from the heart of the Guru and placed in 
the temple. This seed is Consciousness itself (Cit).-' 

The form of the Prasada (prasada-murti) is the monumental ^ embodiment 
of the Purusa, the Essence, it is the form of Consciousness itself.- “ 

Then the Yajaniana, the sacrificer-patron, presents the StMpaka and Sthapati 
with gold, clothes, ornaments, etc., according to his ability. The bthapati makes 
over a gift of gold to the Taksan, and receives from him the entire merit (dharma 
sarvasva) of the work. The entire merit in building the temple, the Sthapati gives 
to the Yaiamana. Now the shrine is installed. The Sthapaka and Sthapati y/ao 
had begun the temple also complete it. Should they be dead, their sons and discipies 
carry out the work according to the precepts of the Guru. He conducts the work, 
from the beginning, and should he no longer dwell in the body, his painted emgy 
is present at the installation of the temple.-^ 

The continuity and perfection of the work are assured according to the particular 
tradition in which it was started. The science of architecture having its origin in 
Brahma and being transmitted by an unbroken series of sages preserves its integrity 
in the planning and building of every temple. Thus it is said that ‘ Brahma himself 
is the Sthapati.’^" 

When the building is completed and consecrated, its effigy in the shape of a 
golden man, the Praslda-purusa, is installed in the Golden jar, above the Gar- 
bhagrha, above the gukanasa. The effigy is invested with all the Forms and Prin- 
ciples of manifestation. While the Vastupurusa “Existence^ ^lies at the base of 
the temple and is its support the Golden Purusa of the Prasada, its indwelling 
Essence, sum total of all the Forms and Principles (tattva) of manifestation and 
their reintegration lies in the superlumiiious darkness of the Golden jar on top of 
the temple below the point limit of the manifest. In supernal radiance, the golden 
Purusa of the Vedic Altar (‘Taittiriya Samhita’, V. 2. 7. 1) appears raised from 
the golden disc — of the sun — ^within the bottom layer of the Agni to the finial above 
the superstructure of the Hindu temple. The ascension of the Golden Purusa 
cancels the descent of the Vastupurusa. 


ao9 pgj.^ p. 126 ; notes 85 and 95. 

Cf. I.P. HI. ch. XXVII. 72-106 ; XIII. 


-Mb. IV. XXXIV. 55-56- 

' 'Agniptirana^ I^XI. 


71 f. 
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ya’, pxi. II ; ‘Vi§n.usainhita’, XIII. 61-69 ; ‘.Silparatna’, XVI. 114. 

As such “buddliya nifcitya mandirani” (‘Silparatna’, XIX. 115), “having fixed ni 
niiiid the temple (with all its parts) from base (jarLiiian) to liiiialj the bthapati together \vitb. 
the Tak§an should place the lowemost moulding (paduka)”. 

‘Isanaavagurudevapaddhati’, IV. ch. XXXIV. 4 ; ‘Mayamata’, XVIII. 159-161. 

I.P. rv. ch. XXXIV. 3. The Yajamana is Vi§nu,— the sacrifice (S.B. I. 2. 5 - 3 ; 9 ) i 
the Acarya (Sthapaka) is Pudra. * 


THE TEMPI^E AS PURUSA 

• - Hindu temple has its being ; its central pillar 

IS ^J^cted from the heart of the Vastiipurnsa in the Brahmasthana, from the centre 
and Heart of Existence on earth, and supports the Prasada Purusa in the Golden jar 
n tne splendour of the Empyrean. Its mantle carries, imaged in its varied texture, 
erections all the form^and principles of manifestation towards the Highest 
Point above the body of the Temple. 
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EXPLANATION OF PLATES 


FRONTISPIECi; : AMARAKANTAKA 


PLATE I. KANDARfYA TEMPLE 


From S.E. ; Devi Ja,e;adamba Temple to tbe north of it, in the 1 
buff coloured sandstone; Khajuraho (24° 51 ' N; 79° 66' E), Chat 
Bundelkhand, central India. Tenth century. 

_ The Kandariya Temple is a temple of giva, the Devi Jagadamba 
dedicated to Visnu.* Khajuraho, the ancient Kharjuravahaka (‘Ep. Inc 
inscription of the year 1001-2 A.D.), the “date-tree bearing”, was t: 
the Candella Rajputs. Only 20 out of its 85 temples have survived 
built in the tentli and eleventh centuries. Some of the craftsmen in; 
names (on stones of the Visvanatha Temple, c. 1000 A.D.). These na: 
cannot be connected with any of the major figures of which on the 
temple alone there are nearly nine hundred (ASR. 11. p. 419). 

The Kandariya temple measures 102' 3" in length, 66' 10" in \ 
101' 9" high (B. E. Dharaa, l.c., p. 9). 

The temple stands on a high platform ; four small shrines in the 
plan of the Eaksmana temple, built in 954 A.D. ; p. 255) whi 
a Panclyatana temple, no longer exist. In plan, the main building, b 
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■ • • fn fEp T at<?mana Temple. It is a Sandliara Prasada whose 

discrepancies, is siniilai to the L • ; Mahamandapa ; two pillars demarcate 

Pradaksina or ambnlato^ IS th Mah^^^gO^ ^ corresponding 


pillars flanking the (SS. LVIL 491), 

Mahaniandapa IS co-ex en^ distance between the central square of the Mapdapa 
the walls ot the Jr'rasaaa, tne ui j-Ug ojde of the Prasada. Prasada 

moreover being equal in the La . .jlgiied in buildincr to which are attached 

Sf S 

^S^arfncTS two ‘t^nsepts' or adowMo cross sloped 

plan. . , . .. . .. YPio* f nn n 2121 tlie Kandariya Temple is seen to be 

s i-i” £ ■«” “■ 

r'.orKlinarliq nartakes in the vertical ascent ot the riasaaa. ^ 1 1 i ^ 

Pillars Ld pilasters sup^rt 

the corbelled ceiling rests on pilasters ; the “f ho bv heavy 

bevond their capitals — ^the extension is called Ucchalaka— and aie crown y 

Set cap tds! whereas half pillars are set on the seat (asana) whose back projects 
InTing^o^^^^^^^^^^^ above the pe^ndicula^ t^r'^P s'fll It 

the end of this hypostyle, the Garbhagrha with f " iafits 

the temple, is set right below the neck (griva oUhe 

place below the Kala.sa, the vase of the finial (Fig. i, p- 212). Between them the 
'^ikhara rises inaccessible to the devotee and to be seen from the outside only ^ 

The several halls, the great Mandapa, etc., and the half-Man^apa (Mahamap- 
dapa; Ardha-mandapa) each have their separate superstructure wAh its Amalaka 
finial; miniature Mandapas cluster on the superstructure of each Manda_pa and are 
subordinated to it in the same way as are the Uromanjaris to the Mulamanjari of the 
Vimana. Similarly also the small trabeate domes of the Mahamandapa cluster 
around the large dome in the centre below the peak of its roof . The pendant, 
projecting downward from the apex of the dome, is below the Lalasa on the summre 
The superstructures are graded in height towards the Prasada, that of the Maha- 
mandapa ending below the top of the Sukanasa. On its ridge, a_ Simha overlooks 
the cascades of Bhumis and the stations of the many Kalasas showing their contents 
as an emerging bud-like shape (Fig. i, p. 212), the Bijasvara (SS. L . ^ )> 

the ‘seed-sound^ or primeval sound. The pile of masonry above the p-ouncl tiooij 
but for one small Gavaksa, has no external opening (PI. IV) ; internally, ties made 
of stone. slabs are laid horizontally at the height of the shoulder course (skanmia) 
of the Uromanjaris from the ‘sheath’ of the walls towards the inteinal pieis. le 
compartments so formed are left hollow (Fig. i.) according to consideiatioiis or 
weight and stability'; The central ‘shaft’ of the Prasada is ideally present and 
reaches from the floor of the Garbhagrha, beyond its ceiling, also beyond the 
Skandha and across the Amalaka ; it is capped by a flat, inverted bowl shape above 
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the Ainalaka and below the Kalasa, which is known under the names Padmasirsa 
(lotus-head) ; Karpara or Karpari (pan, skull) ; Candrika (cardamon ? a moonshaped 


The rnountain range of the Kandariya, and of the other temples similarly 
built, has its peaks arrayed above the longitudinal axis of the building ; the deep 
indentations between them allow space, — it had found its entry into tlie ground - 
floor in the wide open balconies — a further participation in the total effect of the 
monument. It makes the mass appear weightless within a silliouette which shows 
ascent and descent and renewed ascent from a higher level, leading each time to a 
summit of its own. The outline of the whole temple has a movement different from 
that of the several structures which it comprises; rising and falling and rising 
jdways higher like the breathing of a runner as the goal lies near. The Sukaniisa 
is the last halting point (Pis. I, XIvVIII, XLIX) ; its articulation is similar to that 
of the superstructures of the Mandapa and different from the Sikliara of the Priisada 
of which architecturall}/ it forms part. vSo close do the Manclapas come to the 
Prasada but here they stop; and none may exceed the height of the f^ukanasa. 
From there the Mulamanjai'i, in an elastic curve carries its Uromanjaris and 
Srhgas towards its high finial. 

In deep indentations space lies between the ‘towers’ of the temple (PI. I) ; in 
dark openings below projecting rooflets (cliadya) it stretches along its length, within 
its body, a band of measured compartments which contradicts the volume of piers 
and Srngas and bisects the building; below is the pile of masonry raised on its 
ten-ace (Jagatipitha; S.S. LVI. 124, gives its height as half of tlie width of the 
Prasada). ■ 

The progressively arduous and repeated ascent and descent towards the 
pinnacle of the Sikhara limned against the sky in the lateral view, 
is not visible in the front view where the several Mandapa roofs seem 
to coincide in one comprehensive outline and the effect is similar to the steep 
and direct ascent of the back view. These main views however are but a few out 
of the indefinite number of positions which are taken during circumambulation. 
The building is to be viewed from all its corners ; each buttress, each facet, presents 
its three sides, the volume which they enclose and in addition, the volumes which 
project from them as sculptures and mouldings. The intersections of the horizontal 
and vertical volumes of the lower part in their continuity are summed up and 
gathered in the ‘staccato’ forms of pediments and the storeyed shapes of the super- 
structures of the Mandapas and these have their response and integration in the 
large ‘legato’ of the ctirve of the Sikhara. 

This monumental, sculptured architecture is not to be understood functionally, 
nor in hiunan terms, by empathy or a feeling into its form. An intricate instrument 
of precision and endui'ing stability' of concatenated themes and rhythms, it leads 
to final unity. 


PEATE II. THE LION AND MAN 


In the porch of the Mahadeo Temple, a small shrine between the Kandariya 
and the Devi Jagadamba Temple. The three buildings are raised on the same 
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terrace. Tie mperstrud^^rf the^tem^^^ 8„_ 

ground, j,if • -i, v-Uoitiralio tenth century. 

length 6' and its width is 1 6 •_ ^ -it ic shown here with the whole face (aksata- 

eirL SSi’ l »rwlicl however is broken - 

inukha; S.S. kVIl. b^d), inciua ^ i the terrace and on the ridg 

Similar images may be ® i^trance to every Pagoda, is 

Bmi”vktittheLiom 

t. Jbe^»lltVa 

and shonlders, sprigs these t 

rkirphtt: elbows 

necks^ Between those centres of rotation a see-saw L---—- 
ener^^y is produced by volumes sharply outlined \vithin pai 
economy of the flowing lines of scarf and ornaments 

different patterns of hair, mane and whiskers, < _ 


in curves, 
s head 
there one globular 
;wo weights, 

' movement. 

and 

balance of poise and active 
■■■'■ - -;-rallel curves. The 
on the figure of man, the 
closely follow and intensify the 
The beading on the animal’s legs and 
WitVnTck ihciTateln Its the Ainalaka of the 

:emple in the background ;dt «uboj:hiated to ^verf m^le ^ 

ke group, those of the head, eyes and nose of the ion, 

^^1 Tn’^thfleff’^idrS'^the By the response of their physiognomies and 

Sioic bodies, the animal and the man m-e^ confronted in 

chests; while the frame of man yields it by an extreme in winch is ^ 

defiance and submissiveness, agony, in its literal sense,— it ^he out mes 

Iiic; back in its CTip —the curve of the animars front has quiet powei and the deep 
sSdle of its dignity. The Lion but raises its paw while man thiws 

forth his whole weight in the fight by which he wins 

Thus the two creatures form part of one group; it has its spiinginess in tneii 
lower limbs which form the balance of its wide base ; the actual contest is wrougjk 
at the peak of the inner triangle of the group by the meeting of paw and arm ; these 
limbs mid the legs have the effect of elastic links in a triangular chain fixed in space 
The height of the outer and inner triangle coincide in one vertical thion..,h 
the joint of the lion’s jaws, his paw and the man’s knee; the quantitative prepon- 
derance of the left part of the group and its repose has its counter-weight in the 

energy embodied in the figure of man.^ 

In this group are summed up qualities by which mediaeval Indian sculptiire 

is conspicuous. It is neither baroque nor is it romantic ; it has nothing ^ ao wuth 
idealism but builds with symbol-elements of form the concrete real^ (inuili) ol 
the work of art. The several phases and provinces of Inaiaii art apply thein.selves, 
each in its particular livingness, to themes clearly seen and establisned. 

Residues of nomadic formulations, carried through central Asia, are stored 
in the repertory of mediaeval Indian motives. The tufts of curls on suculdeis, 
haunches (the latter are defaced in PI. II) and in the face, belong to it. 

The pose of the Simha with its paw raised can be seen on a signet ot tlie 
third century B.C. from Amaravati (ASIAR, 1905-6, PI. XLIX- Fill- 1 l). 



EXPLANATION OP PLATES 

PLATE in. DEVi JAGADAMBA TEMPLE 
South wall of the Vimana * ; Khajuraho. 


^ The Nirandhara Prasada was originally dedicated tO(* Visnu. It was a 
Pancayatana temple. The socle more closely resembles that of PI. I than tlie one 
shown in profile on p. 259. The same mouldings, but different in their sequence 
and proportion, are seen here projecting from the Manasiitra ; the socle grips the 
ground and makes the walls of the temple appear rooted in it and the several edges 
of the perpendicular wall appear to rise udth a concave flexion. Its impetus is 
steadied by the entablature mouldings (‘mekhala’ and ‘antarapatra’, combined with 
‘chadya’) in a thrice re|)eated band whence the ^ikhara curves upward and is 
gathered in the Amalaka (not shown in PI. III). 

The projection of the plinth (pitha) from the Manasiitra, is an aliquot part 
of the height of the plinth, (^, or %) in principle; and projection and height 
of each moulding should also be proportionately related. 

The mouldings of the socle, the Pitha, in the temples of Khajuraho, are 
relatively more restrained than those of the lowermost part of the wall, the Vedika, 
where the widely projecting Torus shape of the Kumuda effects a transition from 
architectural to sculptural form. It accompanies every buttress (ratha) and 
extends into every i-ecess (salilantara) with multiple repetitions of its profile, 
broken thus into a series of square pillow shapes with lateral extensions, like 
petals. This moulding with its neck, placed as it is above the combined Kumbha 
and Pattika below', has, on each buttress, the appearance of a small Stupa-like 
monument; its front face moreover is carved in the likeness of a small shrine 
(kuta); its sheltering depth, on the major buttresses, is occupied by an image 
(Visnu on Gainida, on the centml Bhadra) while a lotus rosette takes its place on 
the Rathas. These miniature shrines in relief have an elaborately carved pediment 
(sinihakarna) composed of Gavaksas. The pediment exceeds the height of the 
I^mbha and, oversectiiig the recess, links the lower mouldings of which it is itself 
the highest surface, with the forms above the necking; it helps to knit the 
horizontal mouldings into a pattern of vertical offsets. 

Each of the belts of the wall consists of its Jangha or wall surface proper and an 
architrave of w''hich Mekhala (or Mala, Varaxidika or Kapota) is the moulding and 
Antarapatra the necking ; in lieu of the moulding, a rooflet (chad3mka) shades the 
niches of the Bhadra; its appears supported on pillars (stambha), a veritable shrine 
for the major images. 

Above the Mekhala is an Ardhaprastara or half-entablature made of the 
consoles on which the images have their stand. These entablatures form the hori- 
zontal clasps of the Bhadras, Rathas and Pratirathas, which are the several 
buttresses and their offsets in front and also on either side. The vertical panels 
and facets in every plane, the innermost being that of the broad recess (antara) 
are beset with images, each on its ancone, and shaded by a cornice or rooflet and 


Photoarraph by lohnston and Hoffmann, Calcutta. Cf. K. de B. Codrington, 'Ancient 
India’, PI. tXXII B. 
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• ,1 11 iX7i+E f»irprv Tnoveineiit of tlie eye of tlic. belioidor a new 

tlius within the wall sp • r rlifFerent ano'le • to avoid being bewildered, he 

perspective shows the ^ tdnTh and then W his 'attention to’the 

has to j STim making up the iconostasis of the temple walls in 

next. Ill the same way , its panel, do not coalesce in groups ; 

Si pa^tVe it even without lateral pillars, is an abbreviated ||nn|of a||-ticnlar 
diinFlT Tlie images approximate sculptures in the round (Pis. X\ , XX. etc ) 
and remain attached to the wall where they lean against it. Sometimes a stmt 
Ifc iS;Sorof1heir contour or shape (PL XXXIII) helps towards an mcreasea 

height of their relief. 

The triple belt of images as shown in this Plate lias its major sculptures in 
the two cento! rows of the wall; their position, in the direction of tie compass, 

determines their iconography Different aspects {il)\re seen 

the main Bhadras in the South, West and Bast, in the boutu (i 1. .me seen 
Visnu on Garuda in the Vedika, the lowest part of the wall proper, \i|tin and 
La'ksmi in the first belt, and above it the Varaha-avatar in the second. 

W?has Devatas in their chariot (cf. its Asanapattaka, etc ^ tlnd of he op^, 
pillared, balconies of the Mandapa m the extreme right of the m _ 

Bhadras The host of gods, in scenes of their sports (krida-araipblia , S.w... 

644 f) is established in this narrow and high belt; the A?tadikpalas and the other 
definitely identifiable gods occupy the highest offset on t,lie respective Ratha and, 
as a rule throughout the several zones; the innermost recess has invariably a 
Sardula for its subject; it is a Krtrimagrasa (S.S. LVII. 777), a devourer made 
by art’, its face is that of a homed lion or horned w-oman and often has the beak 
of a parrot, the proboscis of an elephant, a hog’s snout or a ram s mpzle. Above 
the belts of images, a triple entablature is carried across the top of tne wall, over- 
sected by Simhakarnas of the two Bhadras (the one a Karnabhadra) ; their apex 
touches the level whence springs the Sikhara. 

The identity of each buttress in the vertical direction is shown as much in 
its divided yet unbroken continuity as in the iconography of its sculptures, 
further stressed by the small Srnga or turret which caps each buttress and_ by 
the particular configuration at the base, which here has been compared to a Stupa, 
within the Vedika. 

To the row of small Srngas (tilaka) based on the entablature (uttarcU^ the 
architrave) are added, towards the middle on each face of the Prasada,_ Uromanjaris 
and also Nastasrngas filling the corners (S.S. DVII. 745). Amalasara and small 
AiTicflcLsari crown Ccicli of the Sikharcis but the fiiiinls have disappeared. 

The transition from the Prasada to the Mandapa ^the place of the Antaraia 
and Sukanasa— is marked in this Plate by the Karnabhadra on the right and the 
carved panels above it (cf. PI. XDIX). 

The Mandapa sends its Pitha with a forceful projection against the Vimaiia 
anticipating further salients which terminate with the ends of the ‘transept’ in the 
balconies of the Mandapa. 

The walls of the Mandapa are an exact continuation of those of the Prasada. 
But the coronation by a Sikhara of its own is not there on any buttress. Pyiamidal 
miniature superstructures in tiers take their place, though with a looser discipline. 
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PLATE IV. SIKHARA OP THE KANDARIyA TEMPLE 
From tlie South West: cf. PI. I. 


The rhythmical compactness of the ^ikhara and the dwindling of sculptured 
form into the texture of the monumental shape are brought about by the order of 
Uromanjaris, four in each of the main dii'ections, the lower clinging to the ‘chest’ 
(uras) of the higher. They are flanked by Karnamanjarls in parallel horizontal 
rows, tlix'ee Karnasrhgas on the two lower and one in the third row, fill the corners 
from the Uromanjaris in the East to those in the South. Intervening between 
Uromanjan.s and karnasrngas^are Nastasnigas (Khandarekha) or ‘hidden’ .small 
Sikharas, whose edge (kona) and Amalaka are to be seen whereas the curvature 
of their sides is hidden and oversected by the adjacent Karna.srngas. Four such 
Nastasriigas belong to each of the two lower rows i i each sub-quarter of the 
Sikliara. " The one and only Karna.srnga, of considerably smaller size, of the third 
row sits on the corner (kona) of the Mulamanjari. It is flanked and exceeded by 
Nasta.4rngas of considerable height. They terminate at the level of the second 
but”la.k "Uromanjari and strengthen the theme of the Karnas or edges of 
Uromaihjaris and Mulamanjari alike, with their horizontal divisions of Bhumis. 

All the Srngas are crowned by two Amalakas (two ‘andakas ’ ; ‘andaka’- 
‘amalaka’ ; S.S. LVII. 358) and a Kalasa (some having disappeared) ; those of the 
bottom row are placed at the height of the apex of the Siinhakarna above the 
Bhadra ; those in the higher rows attain each to their own level and form horizontal 
clasps on the body of the 8ikhara, in respon.se to the stronger and unbroken bands 
of the Mekhalas'on the walls of the Prasada. Each Sriiga is a replica of the 
MCilamanjari, the principal Sikhara, which emerges from the cluster of \ts 
acolytes at the height of the third Karnasrnga ; there its corner is seen to spring- 
upward, strong with many Bhumis, whereas its full shape rises gradually above 
the Amalaka of the highest Uromanjari. 

The Mulamanjari (the ‘root’ or central, main Sikhara) is a Eatarekha of the 
Saptaratha variety; its curve is steeper than that drawn by ‘sadguna sutra’ ; each 
of its four sides has seven facets (‘paga’ in Orissan terminology) including the 
corner poi'tion (konaka-paga) which itself has one more minor central offset; the 
subordinate Srngas, alike in their ‘structure’, however have but five buttresses on 



The Karnasriigas spring each from a square base w 
projection on each side; this, .together with its accomp 
broader necking in their midst, takes up the theme o 
of the Vimana. These sharply cut horizontal bands ar 
similar casket-shapes (kiita) at the springing of every sc 
the lowest corner of the Mulamanjari. A similar unc 
Bhixmi a firm and clear start above the cogged rmg .shape 
the lower stratum. The contiguity of round Amalakas 
straight lines, affords a rich interplay of shadow effects 
the horizontal clasps and the integration of these several 
the one great Sikhara, the superstructure of the Prasada 
The last consequences of the horizontal division of 
in the .shape of parallel bands and neckings on the edges of 
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Pis XrVI XIvV XLVIII). These fillets and their interspaces, visible as parallel 
lirfitaiid dark s4aks, are the final abbreviations of mmiature storeys or tiers of 
whose sum total the bulk of each Sikhara is made up But, however manifold and 
intricate these horizontal themes are, on the total SikhaiaJPl. I) their effect is 
slisht: the horizontal theme which remains in power is that of the corrugated 
Anialakas punctuated by their globular Kalasas and pointed Bijasvaras. 

On the main surfaces of the offsets (ratha) of the Srngas, the tiep aie ovei- 
smin by the carved Gavaksas, a tight fitting sheath, as if of lace, ^ with the round 
eyelets' of the windows aiid the scrolls of tracery surrounding them in several 
patterns (jrda ; cf. also Pis. XBVI, BXXI). 

In the totality of the gikhara (PL I) these details are discerned as part only of 
the texture of the monument so that its surface vibrates at every moment of the 
day and the clear Indian nights with an ever responsive play of ligM and shade, 
a chiaroscuro of widest range, on its surface. The structure of the Sikliara how- 
ever, the logic of its form, is a concert of ascending curves directed in many units 
each to a point of its own ; they are organized and drawn towards the ultimate and 
only point on the tip of the finial of the Mulamanjari. 

The nearer to the b<^se the greater is the mass, the nearer to the final point, 
the less is the volume, and the greater is the cumulative energy gathered towards 
and united in it. 



PLATE V. ANTARALA AND DOORWAY OP GARBHAGRHA 
Citragupta Temple, Khajuraho. 


Flanked by the pillars and pilasters of its antechamber (antarala), the doc - 
way frames the image of Sury a in the Garbhagrha. 

Although this doorway has none of the synthesis of parts, none of the rh\dhm 
which connects, unifies and elevates the spectacle of this iconostasis to the high 
level of realisation on which the image, the seat of divinity, is beheld (as for 
example the entrance into the sanctuary of the Laksmana Temple, Khajuraho) it 
is simple in its proportions and clearly parcelled out. The main parts of the 
surround of the door are ; the high threshold ; the lower part of the jambs with the 
large images ; the upper part of the antepagments with the compartments of small 
figures, the lintel and the overdoor. The opening of the door is equal in width to 
each of the jambs and this being equal to the height of the large figure groups at 
the bottom of the door, the height of the door is twice its width. In such pure 
proportions are also parcelled out the minor units of the compositions, — ^the three 
shrines of Surya— -on the lintel, and their inter-spaces, etc. The various planes' 
with their carvings between the powerful ovolo moulding of the out^r surround and 
the flat innermost frame of the door with their changing shades redeem the all too 
regular lay out. The contrast moreover, of the modelled shapes w'hich prepon- 
derate, with a linear type of carving in which dark shadows' are set in flat tracery 
(door frame; lowermost fillet of base; pillars, etc.) adds richness but does not, in 
this particular instance, intensify the effectiveness of the display. 


f • 

* EXPLANATION OF PLATES 

The large female figures in the middle of the Vakhas are badly damaged but 
their extremely bent postures show them at one with the billowing of their own 
waves: nothing else particularises them as river goddesses; the scroll canopies 
full of Devatas seated on lotus flowers are vestigial trees; under their branches, the 
companions of the goddesses are carved against the different Vakhas and the images 
of Nagas lean on the outer frame of the doorway. The Dvarapalas are assigned to 
the pilasters flanking the doorway (cf. also Laksmana Temple). 

Some of the panels of the base far exceed in quality the rest of the carvings ; 
the overdoor with its Gavaksa-simhakarna frieze shows the flamboyant use of a 
well worn pattern.' In the quantity of the required carvings, the sculpturally gifted 
craftsman also had his say in some of the reliefs, although the majority pf the small 
panels (the image of Surya is about 5' high) were not touched by the divine spark. 
The dull opulence (cf. also PI. Ill) of general views of carved expanses of the temple 
however is not there actually. The fierce light of the Indian sun or the semi- 
darkness of the interior sum up the intricacies, the all too meticulous details, and 
make of them the texture of the temple walls in which each carving has its proper 
place. The angle moreover from which it is seen changes with the movement of 
the devotee. Within the temple he proceeds towards the Garbhagrha ; outside he 
walks around the temple; wherever he may halt or his eyes rest, it is done in the 
course of a viewing in motion, in which the carvings present themselves from in- 
numerable angles, until one of them is singled out and his whole attention dwells 
on its front view. 


PLATE VI. SURYA-BRAHMA-SIVA 

Image on the west side, central Bhadra, second row in the triple belt of images 
of the Siva tera]fle, called Duladeo, Khajuraho, 10th century. Height below 2'. 

Eight armed image; some of the arms are broken. The second but lowest 
pair might have held emblems of Visnu so that this image of Surya, the Sun-god, 
would embrace Brahma, the presiding divinity of the Sun, Vijnu, the presiding 
divinity of the Moon, and Siva who presides over the Fire (T.sanarivagurudeva- 
paddhati’, III, Ch. XII. 27-29). Such an image is a support of a meditation on 
Sadasiva and has its place of special importance on a temple of Siva. 

Surya’s “glowing” body is covered by a coat of mail; it has dwindled into a 
strip underneath the ornaments of his chest and extends to the belt. He is seated 
with his feet locked in Padmasana, a long cloth covers them to the heels. This 
costume indicates that the consuming power of Surya’s body is covered. In earlier 
images (from Mathura, etc.), the body of Surya is completely shrouded in a coat 
of mail, high boots and other accoutrements of the dress of Northerners who had 
brought this particular cult to India. 

In his two hands Surya holds full blown lotus flowers, symbols of mani- 
festation, on the triple stalk of time; this aspect is also upheld by the Siva-hand 
on the right holding a Trisula, the trident — where past, present and future meet 
in one point, while serpents in the left Siva-hand are amongst the ornaments of 
Siva ; here they strengthen, in the opposition of their nature to that of the Sun, 
the total symbolism (cf. sun-bird and serpent) of the image. The Brahma hands 
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Md the rosary (aksamala). the cycle of time and its resorption, and the 

But for the trident no other weapons are seen now in the hands of the image. 
The Visnn hands might have held the disc and the club The weapons held m 
tVehahs of the imaves of the gods represent portions of the unbearable power of 
Se had%liced W ton* /t- Visvakarman made the disc 

Of ViLn, the trident for Biva and other weapons for these and tte other gods out 
of the particles of Power that he took away from the Sun (cf. Matsj^a Pm ana , 

XL 27-30). . . / . - . 

This power lies radiant in the fiercely calm face; it gives its forward sweeping 
curve to the chest and to the lotus-stalk whose flower discs are set on either side 

of the full visage. ■ The .triple furrowed pillar': of the neck is.part of the erect 
posture of the image. It is overlaid and surrounded by heavy ornaments, arms 
and the weapons. The balance of form in the horizontal which passes through 
the lotus discs and the face and correlates their shapes amidst theinselyes and with 
the vertical of the body, has al! the concentration of the mind and heart of the 
artist; the rest shows the skill of his hand applied on the framework of estabiished 
tradition. 

The small mutilated image of Aruna, in the centre of the^ dra.pery , near the 
edge of the pedestal, lies in the vertical axis hy which the Iviittiinukha in the 

crown of Surva, is linked to the three horses carved on the pedestal, the seat of the 
chariot of the Sun-god. 


PLATES VII— -VIII. AGNI 

Fire, the Guardian (dik-pala) of the South-Eastern direction; on a Pratiratha 
(cf. ‘Aparajitaprabha’, V. 12) in the South-East of the wall of the Kandariya 
Temple, Khajuraho. The height of this and other images of the Kandariya temple 
is c. 2 ' 9 ". 

Front and profile of the face of the image of Agni; it is carved standing, with 
a gently swaying ‘bhanga’ of the bod}'’ and holding a book and a Kamandalu in 
his two left hands; the lower right hand shows the boon-giving Mudra, the upper 
right hand is broken. 

The high crown of matted locks is not shown in the photograph, -where only 
the root of the hair and horn-like locks are seen shading in a wide arch a low 
forehead, the rest of the face being encircled by the cui'ls and terminated by the 
point of the beard, a tongue of fire. It rests on the chest against a pattern of 
jewellery similar to that of the S-urya image though more simple and harmonising 
with the locks, the hair and the stem kindness of the face. The curly outline of 
the beard separates the face from the body and gives it the impressiveness of a 
mask smoothly modelled in flat curves in whose sweep the eyes without sockets, 
the wide brows have the strongest vibration. It spreads over the entire face which 
is unruffled, but changeable in expression; benevolent and irascible (PI. \TI), 
withdrawn and mysterious (PI. VIII). 
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PLATE IX. PART OF WALL OF LAKSMANA TEMPLE 

Kliajuraho (954 A.D.); the back of a seat (asana) such as sun-oiincl the 
balconies (Bhadra; sala) and run along the Ardhamandapa. (Bh'g. on p. 255.) 

From the seat (asana patta) in the interior rises its back projecting outward 
with an obtuse angle (kaksasana; approximate height; 2' 4")- It is part of the 
Candravalokana, the upjjer and open portion of the balcony (see PL LI) somewhat 
corresponding to a baj’^-window. The Vedi is here the vertical portion of the wall, 
below the lotus petal edge; it con'e.sponds in its position to the ‘jafigha’ of the wall 
(.see PL I), i.c., to its lowermost zone. 

The Vedi consists here of carved po.sts; they rise from a slightly recessed 
necking (rajasena), itself divided by uprights into panels filled with deep shadows, 
figures and rosettes. The pillars of the Vedi are set in couples of which one is 
replete with a creamy scroll which has come forth from the mouth of a Kirttiraukha 
placed in profile or three quarter profile in one of the lower corners of the carved 
panel. The other pillar has its surface divided into several s_ections of which the 
‘overbrimming va.se’ and foliage is uppermost; below is an ‘Amalaka ring’; then 
follow a Kirttimukha, a scroll device inscribed in a circle and surrounded by 
scrolls, and, at the bottom, a scroll-creeper panel. These .symbols of Indian and 
Nomadic extraction are carved, mature in every detail, in a florid relief. It would 
appear overcharged were it not so strongly permeated by linear rhythms accom- 
panied by deep shadows. The reduction of the profuse modelling to a linear design 
is seen from some distance when the ‘pillars’ of the Vedi appear as part of the entire 
temple where they produce a white and black pattern which is furthermore 
strengthened by the vertical fissures between the coupled pillars and the shoi't 
interstice between the capital shape and the straight edge of the adjacent pillar. 

On many of these pillar-shapes, and eLsewhere too (the lotus-c 3 ''ma, and PL X), 
the linear pattern is worked out in its colour contrast of light and dark and the 
relief is left in this unfinished stage, as if on purpose. 

The coping of the Vedi projects boldly over each capital shape; it recedes 
with a Gavaksa-pediment, flanked by air-spirits, above each of the large Kirtti- 
mukha-scroll-creeper-panels. Its wider projections are carved as miniature triple 
roofs, each (tri-chadya) crowned b\' an Amalaka. The hard horizontal .shadow 
thrown by the coping is intensified by a broader and more mellow band of shadows 
which cling to the rugged triple-rooflet shapes and to the lotus petal cjnna above 
them. 

The Asana-patta with its slanting back in rail form belongs to a stone-bench 
(cf . PL LXX VI) on which the pilgrims maj' rest in the ambulatory and tlie hall of the 
temple. The slanting back is made of round uprights — of bamboo prototype — ^by 
twos, and alternating with broad carved posts similar in kind to those of the Vedi 
and rich in pattern. [A similar Vedi, having a bench with its back sloping out- 
wards, forms the parapet of the high terrace of the Lak.smana Temf)]e ; it connects 
the four small shrines in the corners (Fig. on p. 255).] 

The whole architecture of the Vedi and Asana is translated into stone from 
a wood and bamboo construction of carved posts and beams and slender bamboo 
upright, airily joined. The thickness of the posts belongs to their versions in 
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stone; the high seat of the bench is supported by heavy pillars (PL LI), their 
shapes, fully carved, emerge from it and on it rest monumental superstructures. 

Images and architectural units are juxtaposed ; geometrical shapes and fully 
modelled figures are contiguous. 

The walls of the temple are effective in several respects according to the 
distance from where they are seen. From afar, their intricacy is absorbed by the 
light into the texture of the temple walls. The sculptural work is integrated in 
the monumental building. Seen closely, and with the attention focussed on any 
of its parts, that particular unit is all engrossing in its significance as s3^mbol and 
visual form. Between these extreme views is the one in which the reference is 
seen of one unit to the next, their combination^, contrast and balance in the wisdom 
of their plan. 


PLATE X. OUTERMOST SURROUND OF DOORWAY 


Part view ; on the right of the Garbhagrha, and adjacent wall ; Duladeo 
Temple, Khajuraho. ^ 

The Sardula panel on the left is sunk into the antepagment (simhasakha) in the 
comer between the doorway and the wall of the Antarala, at a right angle to it. 
The fillet of rosettes is the side of the antepagment, and borders on the wall whose 
scroll panel is seen in a strong artificial light. Next to it, a pilaster projects; it 
is set off against a lateral facet. 



The compositional theme of the three main panels is the wave. It rises and 
falls and carries its movement to the top of every scroll, lays it down at the crest 
of the main wave and having completed its eddying and interlacing in varied 
configurations, it returns its impact to its main caiTier. This is shown as a 
creeper’s stalk pervading the whole panel and from it stem other branches which 
have one wave length only. They are cut flat and sharp, perpendicularly, in the 
stone in a pattern of light and darkness, intricate yet clear; the carving is left 
unfinished where further elaboration was not essential, to the effect, at the side 
of the entrance to the Garbhagrha. In the surround of the door however they 
are clad in the shape of the gardula with its rider and counterplayer , who holds 
the creature’s tail in one hand and threatens it with the weapon held in the other; 
the protagonists are almost equal in size. But, when the warrior brandishes the 
same weapon while he has mounted the animal, he has lost his stature and the 
animal’s head is turned back, leering open mouthed towards its diminutive 
rider. These bodies are formed of a concatenation of waves ; crossing at nianv points 
of their courses they ascend from the bottom (not shown in the reproduction) to 
the top of the panel and enmesh the playful fury of the recui-rent combat Three 
wave movements are thus interlaced; viewed from the top of the panel, the one 
glides from the chest-curve of the Lion to its buttocks, sweeps with its crest over 
the warrior and descends to the next lion’s chest, rising towards its buttocks whence 
the, play goes on as tefore. The second wave passes from the profile of the lion’s 
head to the ro^ of its tail and rising, passes from the warrior’s chest to his leg 
thrown forward, then again engulfs the next lion and sinks from the root of its 
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p tail to tlie warrior’s cist, supports his contracted body and once again mounts 

" 3.1ong the lion’s face, e., below. The third wave passes along the topmost lion’s 

, rounded chest and thelaws of his feet, thence across the warrior’s chest thrust 

! forward, thence to hissuttocks and left leg throvrn back, and then down to chest 

* and claws of the secot swastika-poised mannekin, and thus onwaard. The waves 

/ intersect on chest andjuttocks of the Lion and on the warrior’s chest; within the 

waves the small riders engulfed securely on the back of the {^ardula. 

C The shapes of inn and the Lion are modelled like skins which tightly lit an 

■ afflatus of divine en^y. In PL X, mediaeval Indian sculpture is quick with 

I life clear in its form 

The masters of le Duladeo Temple (Pis. XXIV-XXVIII) worked on a high 
. level of inspiration. The woi'd Vasala (Vasara?) inscribed in different places on 

t the Duladeo Templeniglit be the name of a leading sculptor. 


PLATE XI. SURASUNDARi 

Image on the Suth West wall, 2nd belt of the Kandariya temple (height 2' 9"), 
Khajurabo. 

The image is tat of a very young Celestial Beauty, a serving maid to the high 
purpose of the grecer gods. Heavy featured, heavy limbed, coltishly stubborn, 
she holds a gourd-aaped vessel close to her body. A small figure of a man or a 
Gana squats at he feet and sips what little drink has inadvertently flown out to 
him from the full/essel of her overwhelming bounty. 

The figure tuns towards the wall of the temple in three quarter back view, 
and its face is aown in profile. It forms a volume placed diagonally in 
space against the gound of the relief. Her elephantine shoulder is pushed forward 
in her slow and mconcerned movement; it is summed up by the — extremely 
consciously — apprtioned flux of the scarf across shoulder and back. The arm is 
drawn back towars it so as to allow its full effect to the globe of the breast and the 
milder curve of th hip. The. angular, half awkward, half capricious drawing back 
of the arm, its eiow touching the scarf, leads to the key-point of the disposition 
of the volume ofthe figure within the prism of the stone on whose socle surface 
her feet are firny planted. 

In this kejpoint, the main directions intersect of the three-dimensional 
composition of tls carving. The one diagonal in space is laid from the hand to 
the chignon, anc'the second diagonal connects the right shoulder with the tip of 
the scarf and viich is fitted into the outline of the figure, on the left. The 
rectangle formedby these two diagonals has for its one side the edge of the buttress 
on the right, aii for the other, a parallel drawn from the end of the chignon to 
the left heel, ^his rectangular prism is but half of the whole; the lower part, 
from the end of‘he scarf down to the heels is similarly traversed by two diagonals 
in space, linkin ithe one, the direction of the small person on the right, with the end 
of the scarf of goddess, and the other, her left heel with the hand holding the 
vessel. In thilway the two congruous space prisms are similarly filled by the 
disposition of round volumes of the image. The compositional movement in 
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space leads from the shoulder in the foreground on the rig 
the background, and thence, in the lower half, to the for 
arm and leg of the small person. The highest surfaces 
right, are anchored in the depth at the opposite side, in t 
of this image, at the end of the scarf. 

The second compositional movement in space connectfthe hand in the fore- 
gi'ound, placed at the same height as the end of the scarf r-with the end of the 
chignon on top ; and with the left heel of the goddess ; either ? these are near to the 
middle ground of the relief. The compositional directions Hit the salient points in 
space of the image, across the depth of the carving, and coiiect its various levels 
amongst each other. This organisation in space is caugh. in a lozenge-net of 
diagonal lines which have their two main corners in the niidle line of the image 
drawn at the end of the scarf, and across the hand and a loonof the hip-ornament, 
on the right, the one at the left tip of the scarf the other iiithe hand. The two 
othei corners of the central compositional lozenge coincide, the upper with the 
meeting point of elbow and scarf and the lower with the poinlwhere the other end 
of the scarf emerges just below the knee. The meeting of elbcv and scarf and also 
tne place of the knee are the critical compositional points. Thev play more- 
over their r61e in the physiognomy of the form of the image, vith its acuteness of 
the shaip bend in the elbow of the elephantine arm, and, smilar in its over- 
emphasis, the stretched straightness of the legs which makes them appear joint- 
less, more poles than legs were it not for the swelling cuiw^es of the thighs. 

j overstrained movement which makes joints bend at uiforeseen angles or 
out of existence, in this particular carving, is mild (see however Pis. 
r Its curves are smooth; loops and clasps iormed by various 

modelled body, mediate between 
hv mml ncher depth movertients. Their interplay is steadied 

shanlf nf the various fruit like 

weights accompany head and back. All these rounded 

smooth leg-s is sfrfiaT?^^ ^ swaying and turning body. In its long, 

t£m thi fmsll nf exuberance of the upper part of the figure. To 

them the small person at the bottom is the final correspondence. 


to the left buttock in 
round in front of the 
the volumes, on the 
middle of the height 


PLATE XII. SURASUNDARi 

Part view. Kandariya Temple, SB wall (second row); Khajuraho. 

The image ^ from the buttress on which it leans but the inward look, 

-Z back of the head, even the long 

temple. . 

the right holds a f|owl. Its curve 
. ut, f bhe arm 6f the image b^the wall of the 
proffers her body anjl gesture. The 

Watchful of her secrecy, effortless ‘ i id noble, this 


the long curves of ' 

necklace lead backwards, to the wall of "the 

ic + 1 ^^^ Trisula-hasta, 

IS taken up, aggrandised, and leads alon: ' ' 
buttiess. In the bowl of this < 
mward look, the harking back, of the^goddess 
disposition of the carving. Watchful of her 
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ci-owned goddess carries the bowl and gesture and also her own shape, in obedience 
to hei' task. As simple as is the shape of the bowl, are her ornaments. Closely 
adhering to the body they define its shape and show in their own, more linear way, 
its amplitude. Laid on the forehead, like an ornament, is the arch of the brow. 
It holds in its cuiwes the expanse of the face, shown in front view and in profile at 
the same time. 

On another buttress wall, in the background, the image of another goddess is 
seen, its echo, it would seem were it not that it carries out a different function of its 
own and is, as an image, complete in itself, and, like its neighbour, part of the 
wall of the temple. 


PLATE XIII. SURASUNDARi 

Kandari}ni Temple, South East, first belt. Khajuraho. 

The walls at the back and behind the image act as screens \vhich throw into 
full relief the sophisticated fragility of this high strung and enticing goddess. 

Wreathed around the axis of this sculpture, the lower part of the body in three 
quarter back view is turned at the hips so that the bust is seen in almost three 
quarter profile, the arm is thrown back for this purpose; the lowered head, almost 
completely in profile view is laid across the slightly tilted vertical of the figure; 
the face opens up towards the right from the chalice shaped chignon. This crescendo 
in volume of the head in one direction, while the face is lowered and seems to with- 
draw into itself in the opposite direction, is repeated in the next lower section of 
the ‘statue’ where the arm is pushed back in an acute angle where the breasts are 
seen and the hand clings to their round contour. The shoulder joint is here in the 
centre of the co-ordinates of the composition (cf. the r61e of the elbow, in PI. XI), 
one passes through the elbow and the shoulder joint, the other from the contact of 
hand and breast, to the top of the chignon ; through the centre of these co-ordinates 
morpver passes the main vertical of the image. It is tilted forward, follows 
the inner outline of the right leg and passes through the outer corner of the eye. 
There also passp the horizontal axis of the head, at a right angle to the main 
vertical ; it has its parallel in a line drawn from the elbow to the hip girdle, at a 
point below which festoons are attached to it. Parallels to the main vertical 
connect the right elbow and the back of the chignon, and the raised left elbow 
with the outline of the right hip where the girdle rests. Thus the volumes around 
the sculptural axis are co-ordinated in the sm'face of the image, especially the 
cones or jutting angles of the arms. These moreover are diagonally connected 
in space and are balanced by the co-ordinate along which the body 
turns round in the hip, from buttock to waist. These co-ordinates are laid 
diagonally across the figure and have their centre at the tip of the armlet. The 
movement of the figure and the placing of its volumes around its sculptural axis, 
are balanced according to a geometrical plan in the surface; the linear rhythm of 
the composition and the three dimensional spiralic disposition of its volumes around 
their axis are integrated in this ‘statue of the temple wall’. 
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Raised on higli legs, the hip surges into roundness, restrained by chains of 
iewellerv This lolid effervescence, bubble of carved stone, is the basic shape of 
the smaller globular and the large.angular volumes which are tossed around the 
body-aids in the upper part of the image of this eery temptress, unciwned, 
am^uous, and straining the possibilities of mediaeval sculpture to a critical iioint. 


PLATE XIV. SURASUNDARi, HOLDING A MIRROI 


Viwanatha Temple (c. 1000 A.D.), South wall (•2nd belt). Khajuraho. 





and her head droops towards its reflection on the curved surface held up and restinc 
on her shoulder, part of her own sculptural shape. Recognition makes self- 


on ner snoiuaer, pari: or iier own ;sk:uiptuicLi 

contained the group of the goddess and the mirror. The wave of her triply bent 
shape, rises, falls and rests on her stance. All conflicts appear resolved, all con- 
tingencies known. With a heavy heart and the smile of 3'-outh tribute is rendered 
to life which takes its course through her body. 

At home, if somewhat tired, in its harmonious shape, this image leaves no room 
for the pained charm of conflicting elements of form (as PI. XIII, etc.).^ Here 
Indian ‘naturalism’ has made an image of Sakti as ‘natura naturans’ knowing her 
work and accepting her shape as its result. 


PLATE XV. SURASUNDARi, P.AINTING THE SOLE OE HER FOOT WITH RED LAC 


Kandarlya Temple, West wall (2nd. belt). Khajuraho 


The image of this crowned goddess represents an extremely complex tj'pe of 
mediaeval sculpture ; its emotional finesse is on the point of outgrowing sculptural 
form. Writhing around its axis the image soars on her left leg pillar. The other 
is folded up within an acute angle ; it is supported by an attendant, — canwing a 
bag on his back — of rich plastic vitality ; his flexed, bouncing figure lends weight 
to the group, makes it rest on the sprightly support ; it is a counter-player to the 
leg-pillar, while it also accompanies the upward diagonal of the raised leg whose 
painted foot is stretched with a ballet-dancer’s discipline. To this, most powerful 
accent in the group, the upper part of the body responds by a measured conduct of 
its limbs, first backwards in space towards the wall, then upward, leaning against 
it and sending forth bail or egg shapes and other smaller volumes each clearly set 
off from the other. 

Power and grace of a heroic vision have shaped the lower half of the image. 
Its angles are sustained by curved shapes of the keenest tension. Were they blown 
m glass, they might easily be shattered by their own contact. But not' all the 
images of this temple are carved with so high a tension of rarified form. The figure 
on the a.djacent surface of the buttress, on the right, is sturdy with a weightiness 
baianced from tlie sole to tlie top of her crown. 
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EXPIvANATION, OP PEATES 
PLATE XVI. SURASUNDARi 

Part view ;* Kandariya Temple, East wall (1st belt). Kliajurabo. 

Mediaeval form, built with the substance of ancient Indian sculpture, is 
conscious of its linear energ}^ It compresses the pulsations of the plastic form 
in acute rhythms of outline atid internal design. 

Angles are sharp in the meeting of the many subtle curves of which is made 
up every limb and feature. The nose, for example, disdainful and getting scent 
of all things, is vibrant from its tip to the slight depression on its back ; a sharp 
and luscious young animal’s organ; thence it is led upwards in a shallow curve 
and straightens towards its root when the feeler brows swoop upon the total expanse 
of the eye in front view. 

The eyes of these images are overstatements of their shape. Where the 
mediaeval vision prevails, completeness of their frontal view is maintained in the 
profile of the face; no foreshortening lessens their steady pathos. 


PLATE XVII. APSARA 

Part view', S.W. wall, innermost recess, between two buttresses ; 

2nd belt; H. of figure : c. 1'. Duladeo Temple, Khajuraho. 

The seriousness of this celestial dancer resides in a straight profile which is 
the key to a context of lines and volumes set against one another in wide angles. 
The volume of the head and the straight high crown, have their unified keen outline 
inclined against the square plane below it. Its rounded edge is the raised arm, 
bent in this_ sharp angle as if throwing a dice, similar in shape to the ear-ring, 
as part of this particular dance. Right angles dominate the face ; feathery pendants 
of the necklace, hair lowered into, and then brushed up from, the forehead, frame 
I and soften the valour of this sculptui'e. 



PLATE XVTII. SALABHANJIKA 

Bracket figure on the Ucchalaka of a pillar in the Mandapa 
of the Lalcsmana temple; 954 A.D. ; Khajuraho. 


Woman and tree, in close touch and conformity of their volumes and move- 
ments, are lent different shapes and names of one rhythm whose wave ascends from 
the woman’s left toes, magnificently places her leg, turns, curves her back and 
rises in one sweep, comprising arms and head, to find its wa}^ down where the 

* The whole figui-e is reproduced in ‘Surasundari’, ISOA, PI. I. 
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ball is to drop from ber hand "and the stem of the tree bends to the right. There 
it points to the small attendant, on the right, while the fluttering scarf rounds up 
her outline on the right and leads the eye to her child-attendant on the left. 

Waves of movement, in the surface and in depth fill the prism of the strut 
which is set into the capital. They follow a similar order to those in PI. X, but 
are clothed in more opulent, less fervent plastic shapes. Their roundness is more 
spreading, more yielding than it was in shaping the image on PI. XIV. Creamy 
and luxuriant though the modelling is, it is not shaped throughout by rhythmic 
energy. The right outline of the figure vacillates and the drawing of the leg is 
weak. 

The great ascending curve of the leg in the dance of the limbs is balanced by 
the arms held horizontally, and the weight of the canopy of the tree. 

The two adjacent brackets are in the shape of Sardulas. Ucchalaka (S.S. 
IvVII. 188; LXII. passim, LXIII. 57, etc.) is the extension of the shaft of the pillar 
above its capital and up to the second or sur-capital. 


IDEATE XIX. APSARA 

Fragment. (Height c. 1' 10") on a thin buttress of the Antarabhitti, 
lower belt. South ; Visvanatha Temple, Khajuraho. 

Writhing around its axis, the volume of this figure is integrated in its move- 
ment, her youth in every curve, her feline sadness in her tortuous rapture. 

The knowledge of her body is so intimate that width and roundness of the 
lower part and the harsh length of her arm are but phases and stresses in a 
movement which is the nature itself of this image. She is the spirit of the dance ; 
her sculptured hieroglyph is attached to the wall of the temple. 


PLATE XX. APSARA 

H ; 2' 1" ; on the West of the Antarabhitti of the Garbhagrha ; 

Parsvanatha Temple, c. 1000 A.D., Khajuraho. 

The similarity of the attitudes?of the figures on Pis. XVIII-XX shows the 
possibilities of form of one related sculptural theme. The image on PI. XX is 
adjusted to a corner of the wall; two surfaces at a right angle shield the figure; 
on the right, where the pillars are, the central niche of a Tirthankara juts out ; 
in the recess on the left is a Sardula. 

The vigour of the movement of the Apsara is the more apparent for being 
encased by the plain walls. No greater fitness of sculpture, walls and space can be 
found in Khajuraho. Mediaeval power of movement and ancient Indian ‘naturalism’ 
are amalgamated in the perfection of this sculpture. 



EXPLANATION OP PLATES 


PLATE XXI. APSARA 


On a pilaster of the interior of the Ardha-Mandapa of the Dtiladeo 
Temple, H. 2' 3^", Khajuraho. 


Here the movement of the celestial dancer is in full swing ; evolved from the 
convolution around the body axis, it unfolds in front of the wall; arm, scarf and 
crown spread like wings while the body is part of the wall against which it leans 
with the oblique cross of its head and arms. 

Strings of jewellery and stringy folds of garments are adjusted, by degrees, 
to the creeper pattern (cf. PI. X), one step deeper, on the wall surface where the 
rhythm of the dance reverberates in contrasts of light and darkness. 


PLATE XXII. APSARA 

On a pilaster of the interior of the Ardha-Mandapa of the Duladeo 
Temple, P'ragment (H. c. 1' 85^")j Khajuraho. 

Ripples of movement are in the pearl chains, tress, crown and scarf of this 
tor.so of a dancer, powerful in build and impact. Deep in its volume, vibrant in 
its surface, in any profile, the glory of this breathing body is centred in its belly. 

The wall which forms the background of these dancers (Pis. XXI-XXII) is 
graded in three successive levels. The images have the foremost and the middle 
plane for their ground; the one on PI. XXI leans on them while that on PI. XXII 
is driven forward together with them. 


PLATE XXin. FLYING ^ ^ 

(Vidyadharas ?) ; detached sculpture, now inserted in the east wall of the 
platform of the 19th century Pratapesvar Temple (H. of carving 
c. 10") ; Khajuraho, 10th century. 

Flying, fighting, these heroic celestials are martial rhythm embodied as 
sculpture : interlaced triangles within sword and club, face against face, body 
against body, the backs slashing through space, the spine a scimitar, the haunches 
stretched with the fierceness of a tiger’s shape, their arms and weapons are thrown 
back each to the opposite hip. The heads are streamlined, egg-shaped, Gorgo- 
mouthed, the lips denude a terrific mass of teeth, the eyes bulge and nostrils 
tremble in this combat in mid-air, or also in the turmoil of the passionate, the 
subtle body of man. 

(Reaves, in the upper part of the carving, above the shield of the ‘swordsman’ 
partly hide it from view). 
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PLATE XXrV. GANA 


Centre of the lintel of the entrance to the Garbhagrha, Dnladeo Temple, 
Khajuraho. Its projection from the lintel is c. 10'^. 

The flying four-armed Gana raises a conch shell ( ?) to his lips while he candes 
Siva in a pillared ‘chariot’. The fillet, above the head and upper hands of the 
Gana, is the edge of the bottom of the chariot. The Gana functions as a console. 
His image is carved against the enrichments of the lintel and below the corbel on 
which the image of Siva is enthroned. 

His person, a mei'e quantity (gana) is distended with the air, which he is about 
to set into vibration by blowing the conch shell, heralding by sound, — which is the 
quality of ether (akasa), the first element in the order of manifestation, — ^that Siva, 
the Lord, has come. The form-giving vibration is not onty convej^ed bv an 
auditory symbol and its instrument, the conch, but radiates halo-like around the 
facial orb of the Gana and fonns his wavy hair. 

The upper right hand is ‘Hamsasya’ ; thumb and forefinger are joined like a 
Hamsa’s bill; the upper left (damaged), as if upholding the chariot, is held in 
Pataka (flag) pose. 


PLATES XXV-XXVlir. PLYING DEVAS (VIDYADHARAS) 

Uppermost belt of images, Duladeo Temple, South West, Khajuraho. 

(Height : below 1 ^'), PI. XXVIII shows the original in some- 
what less than actual size. 

The highest of the three belts of sculptures is here the region of the 
VidyMharas. The images of these wizards are carved flying singly, on the 
buttresses; and flying in pairs, wdth their consorts, in the recesses of the wall. 
They carry weapons (PI. XXV) and garlands, brandish swords, play on musicai 
( vyalamukha vina’, PI. XXVII; ‘venu’, the bamboo flute, 
PI. AXVIII), carry dance in their hands, flight in their legs (PI. XXVI) and 
sentiment or detachment in their faces. Alike to angels they have the appearance 
of young boys, but tli'ey fly by a qualification of their wingless bodies j scai'ves 
a<xompany their movement and music. Its sound is as varied as is their form, 
which is of the purest mediaeval cast (PI. XXVI), on the high level of serenity on 
which the images soar (Pis. XXV, XXVIII). 

PLATE XXIX. CAMUNDi 

Part View. Fragment of image (Height of the fragment 2' 5 "), 
originally from Jaina Temple; Khajuraho Museum. 

Canmndi, Yaksini of the twenty-first Tirthankara, resembles the Hindu 
goddess Camunda, the seventh Mother (matrka). In some of her images Camundd 
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is represented as a dancer. Extreme emaciation, darkness in cadaverous cavities, 
facial hinges bared, eye-sockets as stringy as are her necklace and ribs below 
pendant empty breasts are the ornaments of the Mother, in her destructive form. 
Night and decay scream from deep hollows. A feeble halo rounds them off. 

death-body of this aspect of the goddess, its osseous moi'tal form, is carved 
with the same mastery as is the breathing subtle body of the gods eviternallv 
sixteen years old. 


PEATES XXX-XXXI. MITHUNA 


Devi Jagadambii Temple; South Wall, 2nd belt (Height 2' 6") ; Khajuraho. 


In this most perfect composition of its kind, the hem of the loin-cloth, — 
opening, slipping,— -is part of the diagonal theme of raised, interlaced shapes 
forming waves, in depth, and squares and rectangles, in the surface, all of which 
begin, and are supported, on the stem of the legs, from the touching of feet, on 
the ground, to ever renewed contacts. In their fingers, twist of the hair or the 
folding of the_ cloth are spells and evocations, of that state of being a couple of 
which the entire composition is an image. 


PLATE XXXII. MITHUNA, AND TWO SAKHiS 


Part view, Visvanatha Temple, South wall ; Khajuraho. 


. particular bandha in which the male and female body attain their union, 
their size and maturity (PI. XXXIII), their physiognomical tvpes, the kind and 
degree of their absorption, the form in which their group is cast, the corres- ^ 

pondence of movements, directions and shapes of the central group and of the 
attendants, all these are knit into the unity of the work of art as the visible form 
of its ultimate meaning. 


PLATE XXXin, MITHUNA 


Devi Jagadamba Temple, South wall; 2nd belt; Height 2' 6", Khajuraho. 


PLATE XXXIV. MITHUNA 


Detached fragment of small size, from Khajuraho; Private collection, Benares. 



M 
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plate XXXV. NANDIN 

At tie feet of an image of a giva-Pratihara ; Kandariya Temple, 

West wall, Khajuralio. 


The small figure of the bull reclines 

ed towards the god whose figure towers above it. Spiral® 

es meet in sharp edges; they are the shape of the ai 



plate XXXVI. MUSAKA 


Width iy2 


length T m 


Image carved in the round ; Height T 1 


The mouse, the Vahana of Gapesa, 
which the pedestal is the lower portion, 
of Laddu, ball shaped sweets, in a bow 
which pleases its invisible rider. 

The ‘statue’ of the mouse, a smooth, < 
as much a work of mediaeval type as is 
neither its tension nor incisiveness. 


PLATE XXXVn. AHDHANARiSVARA 


Detached image; buff sandstone, 10th century; place of discovery 
unknown ; private collection ; Benares. 


The imao-e is ‘gracefully’ (lalitasana) enthroned on an oval seat and is tianxea 
by pillars. The hands of Siva, the Lord (Isyara) hold trident and 
hista; Parvati, his beloved, holds up a mirror and raises a ^ J ^ 

kind are also known as those of Gaurisvara, the right side being equivalen 
Pmsa, and the left to Ptakrti (V. Dlt. IH LV. 2-6). The - ^ 

and the female, which are one in divinity, have been coalesced witUout effoit in 
liomdy sculpture; u uiiuiuture Nuudin looks up to Siva. 

The fierce fervour and rarified economy of the form of Candella work are not 
in this sculpture.' It is broader and less subtle, in modelling. Its four-squaie 
heaviness is the contribution of a neighbouring school of mediaeval sculpture whicii 
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PEAPE XXXVIII. PAPA 

Fragment of image; buff sandstone, 11th century, Sarnath, 

near Benares, Sarnath Musenm, 

the mistress of the Three worlds bestow happiness on you, Tara, 
se body is Dharma, whose mind is full of mercy, clarity her intellect her eves 
beauteous with friendship and love, her hands give peace' ” Hei e>es 

IndiiatvotxvS?p°yiT 

r 1 enthroned on her diademed head ; a lotus Detailed 

clear cut width of Candella sculptures (Pis. XII XXVI 

in P Txxvin v*? foment reproduced 

Se shaitf “ and its rep°ercussiofs areln 

PI -^XVIT? as it is set off from the forehead in 

s&m^ireiS^fo?^^ :‘=d S:irs£f d‘^s£ 
strsSr^lSLrS^s ^ 


PEAPE XXXIX. GANA 

Detail of wall of the Siva Temple in Pali, near BiIaspur, C.P. c. 1000 A.D. 

carve?suSace IrittX TX?Slori“(li?n*““vt° “ P'""? 

hands hold aloft a cK f 

spnmetncal scrolls is set between the lateral pillars tcf ^ Pl^ l^enge shape with 

shape). Below the Gana, and beneath a ‘girUtril^’ I 

face forward straining to draw the charmt • ^ G • 7 v?’ ^^^^ber of animals 

enrichment of the next lower fillet of the wall. Hamsas below forms the 

Juxtaposition of modelled shapes in deep slndnwt; ri«A ■« + r 
which are cut perpendicularly in patteras of liiw S a some of 

monumental effectiveness of the wall. ^ and darkness, combine in the 


387 




THE HINDU TEMPLE 

In this architectural detail the Gana is an embodiment o£ the progression of 
the wall from within the temple and of its vertical discipline as welL Tne horizontal 
moulding formed by his chest and arms and the horizontal of his hands '^'liose 
tS S'^auick with life are part of this caryatid-hieroglyph embodiment of the 
toSion of the wall of the temple. It is given shape in the broad idiom of sculpture 
of the Cedi school. 


PLATE XL. APSAEA 

Vaisnava temple, west side; Janjgir, east of Bilaspur, G.P., Eleventh centniy. 

The dancina Apsara holds her anklet of tinkling bells (nhpura) which she is 
about to fasten on her foot; her small companion beats the drum while keeping 
step with her. A Gana supports her pedestal (cf . the geometry of this Gana-console 
with that of the preceding Plate) . 

In the recesses, to the left and right of this pier with its images, Deva-rsis 
hold rosaries and count their beads. 

Squat and angular of shape, the fulness of summarily modelled limbs is tied 
to their graded levels, without daring but also without hesitation. 

PLATE XLI. NAGAEAJA 
Vaisnava Temple, west side; Janjgir. 

With sword raised high, shield close to the body and serpent’s tail coiled, the 
image is poised on the tip of its tail and supported by the flat_ coil with its deep 
shadow in the centre. It is balanced by the circular shield with its full centre, 
and which is curved into depth. Thus the volume of the image is fixed, between 
I its canopy and the pedestal. Its energies are pent up in the contracted curves of 

the chest ; arm and head, held high, stolidly and with a crude power, are set against 
the plane of the dagger cutting into the depth between wall and figure, a horizontal, 
top-heavy accent, Cf . also the Rsi, on the left ; and the matted hair or the diadem 
as also the total shape of each face, on PI. XL. 

Rsis and Apsaras at the sides of the Nagaraja, although of the same formal 
structure, lack the zest and solidity of the Naga’s image. 

Unused to the rarified 41an and resources of the neighbouring Candella school, 
the sculptors of the Cedi country packed their shapes with measured power. 

PLATE XLII. HAMSAKRip.A 

Detail of wall of Siva Temple, Deo Baloda, South East of Bilaspur, 

C.P. c. Twelfth century. 

sport of the Hamsas should be carved on the walls of the temple” 
( Samaranganasutradhara^ LVII. 360). In this panel their ^goose step^ resounds 

388 



EXPr,ANATION OF PLATES 


in an amplitude of curves ; they shape the bod}'' of the birds and their feather}' 
accompaniment ; tail and scroll of drapery are boats in -which they sail and swings 
in which they rock. The streamers flowing from their beaks are reminiscent of 
the sun bird’s serpent, or they may be understood as “extension of the whiteness 
of the swans’ bodies in the shape of white cloths’’ (‘Adipurana’, XXXII. 228, 
‘Ind. Ant.’ vol. XIV. p. 106). 


PLATE XLIII. NiLAKANTHESVARA TEMPLE 


Uda}'apur, Gwalior ; built by the Paramara King Udayaditya 
(c. 1059-1087 A.D.) ; Red sandstone. 


In plan (p. 25G), the Prasada has in each of the main directions — the west or 
back of the temi^le being shown on PI. XLIII — a widely projected Bhadra whose 
main face is parallel to the corresponding wall of the Garbhagrha; its sides 
are perpendicular to it. All the other buttresses however, between the main 
Bhadras (salas) are laid out within a circle which connects their indented apices. 
The walls of these buttresses (‘karna’ ; ‘pallava’ ; pallavika’, the latter meaning 
‘bud’) form a right angle. When drawing a plan of this kind, the square of the 
Prasada is not subdivided into a given number of parts, but is rotated around its 
centre and made to stop at regular intervals. The points of the rotating square 
perform a circle in which the original square of the Prasada is inscribed. — ^The 
Bhadras or Balas facing the main directions do not result from the rotation of the 
square but are planned in the usual way, parallel to the square of the Garbhagrha. 
The front face of the 8alas is also circumscribed by the same circle, or it may 
exceed jt. It is therefore said that the projection (nirgama) of these buttresses 
either lies within the circle or else is measured by aliquot parts of the square of the 
Prasada (S.S. LXV. 1-2). Prasadas having this plan are classified as “Bhumi-ja”, 
“counti-y-born” and are said to be “both square and circular” in plan. 

Offering their Wo slanting surfaces to the light at a right angle, the ‘bud’-like 
buttresses of this kind of Prasada are rich with many gradations of light and shade 
in which the images and carvings are embedded (Pis. XLIII-IV). The Pallavikas, 
the faceted or ‘indented’ apices, further dissolve the mass of the walls into sheets of 
light and darkness. 

The buttresses, in their Jangha portion, which is the wall proper of the temple, 
have the appearance of pillars. Of equal height however is the Vedi with its heavy 
mouldings, above an Adhisthana which vehemently projects towards the ground 
(Fig. on p. 260). The mouldings of the base and the perpendicular Vedika are fused 
in a vertical sequence of profiles. They are rigid and ponderous in every unit and 
require to be seen as support and receptacle of the shade which they harbour and 
the light which they absorb. Although in name and shape the several mouldings 


* The Tenxple is also known as UdayeWara Temple ; ASIAR, 
Cunningham, ‘ASI. Report’, X. p. 65 ; VII. p. 82 f ; JASB. NS. vol. X 
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of the triangular buttresses, are summed 
bv a pillared shrine projecting on a console 
■ines are replete each with an image of a 
le left of the Plate — and with his female 
riofEt ancle, on the same buttress. Phe 

shrunk in 


Parivara-devata, such as Ganesa on the lett o 
counterpart in the adjacent shrine at a a^ 

triangular pediments of the shrines touch a inouldi 
depth, of the image in its niche, and a clasp ot the 

Higher up, a broad Vajana, or fillet-— haying ^ _ 

Kirttiinukha in the centre-clasps the piUar-buttress before it is to 
into its neck on which rest the piouldings forming its capital, i n 
mukha, extending on the main facet doivnwards a heavy chain is carv. 
with a small bell in relief (prasakinkimka ; b.b. PVii,^ 

These adornments belong to the wall as j^^ar (jangha) proper 
extended at a further depth of the buttress There the recessed pi 
by one continuous panel having an image of gakti as Vana-devata, 
creeper which carries celestials and the figures of various animals. 

Between these panels, set at an angle to each a Palla 

on which the themes of the wall pillar are repeated. The honzonta 
their discontinuity, the commingling of statuary and architectural 
alternation with full length relief panels, all these are inclined tow£ 
on slanting planes, steeped in light and shade. From these emerge 
powerful accents, all. in the vertical direction, whether their ca^^ers 
columns of the shrines or the clear cut edges of the Pallavikas. Then 
is continued in the superstructure (PI. XLIII). Dominated by it, tr 
mellow carvings, the juxtaposition of unrelated contrasts, redei 
repetition, are but the undertone; they give substance and weal 
structure (PI. XDV) in which are integrated all the disparities. 



EXPLANATION OF PLATES 

The Sikhara rises thence with a slight ingress, a double zone of mouldini^— 
its motives being those of capital dhapes and fillets forms its base. The 
arch of the gikhara ascends from this base, unbroken in the four quarters, where 
flat Latas, with their Gavaksa lattices are flung up to the Amalaka, exceeding bow- 
shaped (dhanus), the truncated body of the Sikhara. These arches, each comprised 
of 3 (or 5) Latas, spring from and are partly covered by, the Sukanasa at the bottmn.- 
Between them are seven Bhumis of five Srngas each,' in every sub-quarter. The 
{Siiigas, in each counse, have all their separate socles; these again resemble the 
capitals and consist of tiers inci'easing in girth from bottom to top. These socies, 
having the shape of capitals, are carried on faceted square shafts inserted in a 
square, faceted railing (vedika)-like ‘kuta’. 

Two horizontal motives fill the subquarters between the arches of the Latas 
flung upward in the four direction : (1) a course of 5 Srngas and (2) a course of 6 
pillars wdth their capitals. Lach of these courses is interspaced with the corres- 
ponding number of lesser projections, ^rfigas, and a repetition of the inner angles 
of the wall, with their panels filled with' scrolls, etc. on a proportionately reduced 
scale. 

The Sikhara thus ascends, an array of Srhgas, an array of pillars, progressively 
diminishing in size, towards the Skandha whose edge repeats the star shaped plan 
of the temple, 5 pointed in each of the sub-quarters. The Latas ‘transcend’ the 
shoulder-course of the Sikhara ; their arches attaining to_the height of the circular 
‘neck’, the shaft of the temple, which is clasped by an Amalaka whose corrugated 
rim responds in its cusps to the angles of the star-shaped temple. 

The Nilakan'thesvara temple shows the themes of its perpendicular walls 
continued on the curvilinear Sikhara. The close correspondence of the structure 
and superstructure of the temple brought about by the theme of the pillar is however 
not particular only to the Nilakanthesvara temple at Udayapur, Gwalior; nor to 
‘star shaped’ Prasadas in general. Temples with orthogonal buttresses are similarly 
ordered,"* the composition moreover follows the same vision whether the temples 
belong to the Nagara or the Varata ‘style’.** Thus they are prescribed to be built 
in the ‘Saniaranganasutradhara’, chapters LXIII and LXIV, treating of Nagara 
and Varata Prasadas respectively. In Central India as well as in the Deccan in- 
cluding the Kanarese country, the shape of the pillar is an abiding theme on many 
temples. 

This shape plays no part in the other varieties of the Nagara temple. On 
Dravida temples, the pillar is a theme in the composition on the walls of the temple ; 
in the superstructux'e, however, the wall pillars of the Bhumis have little effective- 
ness on the early temples (Mamallapuram) for they are eclipsed by the shrines of 


* The temple at Ambarnatha (plan on p. 230’ A) ; cf. Cousens, ‘Mediaeval Temples of 
the Dakhan’, PI. III., or the temple at Jhodga, ib. Pis. Till — 

** The pillar as one of the main motives of the wall and superstructure may be seen 
on the temple of Siddhesvara at Haveri ; the temple of Mahadeva in Ittagi (Cousens, ‘The 
Chalukyan Architecture’, Pis. I/XXVI, CII, etc.). An enrichment, not infrequent on the 
walls of Calukyan temples, consists of a series of pillars, each supporting on its capital a 
curvilinear Sikhara (ib. PI. PXXXI'V, ‘parapet wall’; from Bankapur). 



Firm in contour and design, tlie prolongation of the central buttress in the 
Western quarter (as also in the South and North) is set against a background of 
deep darkness. The purity of its wrtical edges and the precision of its detailed 
pattern are thrown into relief bjr the surroimding shadows, themselves replete with 
meticulous carvings, whose presence is more felt than seen. Siniilark'' the in- 
tricacies of the carvings on the highest level of the Lata itself are absorbed in the 
‘texture’ of the monument seen as a whole (PI. XLIII). 

The broad band of the Lata is carved on thi'ee levels ; the lowermost protrudes 
its fringe made of tiers or Bhumis ; on the next higher level the fringe of tiers 
emerges from below a carved lace pattern cast over, while j^et revealing, however 
so little, the stratification. The all-over pattern is bounded on the inside b}' a 
narrow and plain vertical edge whence protrudes, accompanied b}'- a line of deepest 
shadow, the central face of the Sikhara. Over it too, is cast the Gavaksa-net, 
veiling and linking its strata ; at the edges they emerge clean cut. 

The all-over pattern has its centre in the squat Gavaksa in the middle, opening 
up on each alternate stratum. Vertical clasps, midway in their shape between 
the oval Gavaksa and the rectangular Bhumi, and transferring their horizontal 
disposition, flank the Gavaksas and further laterally themselves are the nucleus 
of a different unit of Gavaksas. These close in above the main Gavaksa, in the 
middle. Thej^ end in curls, and are repeated in S shapes, doubly holed and turned, 
in alternating vertical rows, confronting or addorsed; the scrolls end with a bird’s 
head whose neck encircles the dark hole of the Gavaksa. This ‘creeper’ (lata) 
patteim however is less effective in its rlnffhmical, linear continuity than it is 
enmeshed in densely varied black dots and strokes, forming part of the multiform 
v^tiire of the Sikhara, the Padmakosa. Although mainly a pattern in white and 
Hack, it is graded in its carved surfaces ; penumbras linger in its meshes ; now this, 
how that, way following the movement of the sun. 

Against this background of carved lace are set the images of the gukaniisa ; 
kmlptures in the round along its edge, they play their short drama from Kirtti- 
;mtikha to Kirttimukha (only the group on the right is preserved) ; between tliem 
i|;etyended the Gavaksa-part of the antefiic. . Pointed extrados and circular intrados 
drcumrcribe its frame- — as they did when the arch of manifestation, the arch of 
Pra^i, conveyed by its form only _ the^ meaning which since was summed up in 
the Face of Glory and given exposition in the creamy plenitude of waves of carved 
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the parapet In later temples, where the parapet of shrines is drawn to tiie wall 
and one with it, such pillars or pilasters which are inserted between the miniature 
chapels themselves are converted into miniature shrines by a curvilinear roof being- 
added to their shafts (Fig. on p. 187). 


PLATE XLVI. SUILUS'ASIKA AND LATA 

Part of the central offset of the 8ikhara, facing west (details of Pis. 
and XLV) ; Nilakantyetyara Temple, Udayapur. 


EXPLANATION OF PLATES 


The image enshrined in the centre of the Gavaksa, in its dark halo, is 
suri'ounded by receding levels of wicker-work pattern, dotted dark and light. Its 
basis is the apex of the roof of the temple below. It has the shape of a pyramid 
and consists of roof -tiers (cf. Fig. c, on p. 181). A heavy abutment, a multiple 
band of horizontal shadows separates this lower shrine with its smaller acolytes, 
their images and manifold detail — Sardula on elephant, the broad scroll work of 
the arch held together by its key-form, the diminutive Kirttimukha — from the 
‘Gavaksa’. 

Tracerj'- and statuesque images and the many intermediate degrees of sculp- 
tured form are accommodated the one by the other, each a part of the total 
monument, in its reasoned disposition (PI. XTIII). 

PLATE XLVII. SUKANASA; FACING EAST 
Nilakanthesvara Temple, Udayapur. 


The main Sukanasa (cf. PI. XL VIII), seen from the front, is a mighty blind, 
whose inner trefoil arch sums up the rectangular shrine and its accompanying 
images, in the lower part, and the image of 8iva dancing and his accompanying 
goddesses in the circle above. Their dancing limbs emerge from and are bathed 
in deep shadows ; shadows underline also the foaming scrolls of the archivolt and 
have settled in the Makara’s jaws, its issue and riders as well ; their repeated images 
flank the extrados, whereas the figures, carved in the round, to either side of the 
gi'eat Simhamukha and the Makaras have broken away. 

The extrados of the upper arch and the split and more freely drawn lower 
curves, emanating from the mask, and slashing upward, their flat band and 
oblique surface conjoined, plain graph and flame edge, cut in one more groove of 
line and shadow into the seething mass of modelled shapes. 

Behind the shield of the Sukanasa are set on ever receding levels the many 
compact, small Srngas. Their volumes too are summed up by those of the Face 
of Glory on the apex of the Gavaksa. 


PLATE XLVIII. SUKANASA, FROM S.E. 

Nilakanthesvara Tempfe, Udayapur. 

That the Sukanasa is a blind, is seen in this side view where its marginal 
convolutions extend, detached from the body of the building, and their flaps partly 
cover the two superimposed miniature ‘shrines’ carved at its back. This is peculiar 
also to the Sukanasikas (PI. XLV) but there the antefix closely adheres to the 
curved body of the Sikhara whereas the great Sukanasa in the East is the ‘fagade’, 
extended upwards of the Antarala, the antechamber or porch of the Garbhagrha. 
The Antarala acts as the narrow passage from Mandapa to Garbhagrha (Fig." on 
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■n SSBl • ill the oround plan it is the incision which separates, and at the same time 
Lnects, Mandapa and Prasada. Here it has a snperstnictnre of its own, a keel 
vaulted body 'which juts out from the gikhara. The sides are encased in a five 
storeyed mansion (PL XLIX) in which the_ image of giva is displayed in many of 
its forms and flanked by attendant divinities. The two upper storeys of this 
celestial mansion are shown on PI. XLVIII. The ridge of the keel shape is capped 
by a massive ‘covered’ passage which leads from the Kirtomukha to the central 
ofiset of the gikhara and links the mask, to the building. The chessboard pattern 
on the walls of the passage is overcast by shade from the canopy or cornice so that 
the drama enacted there, in light and shade, responds^ to the more substantial 
en’^a^ement of contesting warriors carved in high relief below ^ the ^ chessboard 
pattern. They have an ancone fillet as their base and must be imagined as the 
continuation of the figures carved in the round and come forth from the mouth of 
the Makara, out of the pouches of the Face of Glor5^ 

The roof, in three tiers, of the mansion of the gods, on the side face of the 
gukanasa, is replete with a web of Gavaksas of which the unit is a major Gavaksa 


Side view (from the South) of the superstructure of the Antarala 
Nilakanthesvara Temple, Udayapur. 


The multiple profiles of the lowermost part of the superstructure run conti- 
nuously around the entire building, from the Prasada on the left to the Antarala ; 
they are carried oyer on the Mandapa which projects at a deep right angle. The 
five storeyed mansion of the gods rests, in each of the storeys, on pillars only. In 
plan, such a building, with its broad middle projection on each side would conform 
with the Prasada Nandighosa, illustrated p. 262 . 


EXPLANATION OF PLATES 


PLATE L. KiRTTIMUKHA, THE FACE OF GLORA" 

Nilakanthesvara Temple, East; Udayapur (cf. Pis. XLVII, XLVIII). 

Tlie mask is set against tlie tracery of the middle offsets of the Sikhara. It 
is the ‘charioter’ of the Vimana, its driving power. 

The upper part of the mask is damaged. 

PLATE LI. EASTERN HALF OF SOUTH ENTRANCE TO MAIJIDAPA 
Nilakanthesvara Temple, Udayapur. 

The balcony which affords the entrance is the large projection (bhadra; sala) 
in the middle of the Southern part of the Mandapa. A similar pillared hall provides 
an entrance from the North while the main entrance in the East is of the same 
kind. 

Steps lead up across the mouldings of the projecting base (Padma, etc.) with 
their enrichments. The Vedi proper, the main portion of the vertical walls is 
undei'lined by a dwarf railing between boldly projecting fillets (pattika ; giri 
patrika of the Rajasena or Senaka), above and below, which add their dark lines 
of shadows to those of the base. The Vedi, a railing of square pillars, is enlivened 
by the images of attendant goddesses carved in high relief from the intervening 
slabs. The coping (asana pattaka) of the Vedi is set with knobs which are minia- 
ture roofs of conical shape ; their finial emerges from a broad Amalaka. (No such 
roofs have as yet been found on any buildings. They resemble the conical roofs 
of a Srikoil of the Mal_abar Coast although these lack the cyma profile of the cone 
and are without the Amalaka. The slanting back of the seat (kaksasana) juts 
out from the vertical wall, and runs above the Vedi, from the entrance along the 
walls of this balcony -hall (Fig. on p. 256) ; it has the shape of a balustrade in 
which pairs of beaded uprights are set in the spaces between the carved stone- 
planks. 

The upper portion of the balcony, called Gandravalokana or ‘beautiful look 
out’ has its ceiling supported by squat pillars, differing in diameters. Their shafts 
(stambha) rise from the seat. They are round towards the top. The capitals, 
(bharana), a series of widening rings, are round, whereas the squarish bulk of the 
bracket capitals (sirsa) restores straightness to the walls of the Gandravalokana. 

Chessboard effects of plain surfaces cut in right angles, form the ground of 
some further enrichments (the Gavaksa band in the base, etc.). 

PLATE LII. INTERIOR OF MANDAPA AND ANTARALA LEADING TO THE 

GARBHAG^HA 

Nilakanthesvara Temple, Udayapur. 

The image of Nandin, the pillars, their carvings and corbels, the carved door- 
way, the intercolumnia and door openings, impregnated with light and darkness 
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and the scent laden atmosphere are part of the compacted interior of the 
temple. 

The two pillars of the Antara 
(kudya-stambha) are shown in this 
the Mandapa (on the extreme right) 
to a later age. 


placed between the pier like ‘wall-pillars’ 
ite ; also part of one of the 4 main pillars of 
•The Ekamukha sheath of the Lihga belongs 


PLATE LIII- INTERIOR OP MANDAPA AND ANTARAL.A ; LEFT OP ENTR.ANCE TO 

THE G.ARBHAGRH.A 


Nilakanthesvara Temple, Udayapur, 


One of the main pillars of the Mandapa, a pillar and wall-pillar of the Antaiala 
and the vertical surround of the entrance to the Garbhagrha are seen in this Plate. 

The hall pillars are square at the base ( 2 ' 9" .square) and up to more than half 
the height of the shaft ( 5 ' 6 ") ; the octagonal part is 3' 8" high, the circular section 
only 1' 3". The transition from the square at the root to the circle on top, with 
an intervening octagonal section is the rule in mediaeval pillars. The change over 
from the static to the djmamic architectural form has its corresponding images 
in the chapels carved in the four directions on the lower part of the shaft and the 
racing circle of exultant Ganas in its upper part. 

The bells on their chains, on each second face of the octagonal section, transfer 
to pillar, stone and wall, the shape and direction of the metal bells hanging from 
the roof of the Mandapa. On the pillar, the bells hang from the mouth of the 
Kirttimukha. This is how their sound is imaged. Gf. the pillars of the interior 
with the corresponding wall section, PI. XEIV. 

The octagonal part of the shaft of the pillars is clasped b}’- a belt of flying 
figures; high triangles rise from it across the series of rings of the round portion 
of the pillar. Their shapes prepare the mouldings of the round capital (bharana), 
thence issue the bracket capitals, Hiragrahana (?) and 8irsa, with their gusts 
of flying Ganas. Their carved images are the ‘outcome’ of the architectural 
potency of the brackets ; they uphold the weight of the superstructure — above the 
pillars, as it were. It does not press down and the shafts stand, it would appear, 
free of it. The Ganas whose shapes are fitted into those of the brackets and corbels 
are not caryatids. They fly horizontally from the bulk of the capital into space and 
appear to communicate the weight above them to the space around them. The 
effect of the soaring bulk of corbels and bracket capitals is supported by the pillars 
whose base and shaft are modifications of their vertical shape ; the base projects but 
little from the square lower part of the shaft against w'hich are carved shrines each 
housing an image. Thus the base does not spread on the ground ; its mouldings and 
carvings form the prelude to those of the shaft and capital (see also the “wall-pillar” 
or pilaster). 




EXPLANATION OF PLATES 


PLATE LIV. GOMEDHA AND AMBIKA 

Tutelar}" Yaksa couple. Jain image. Candpur (24° 30' N. 78° 19' E) 
near Jhansi, Twelfth Century. 


Dynamic pedantry geometrises the panel of the relief by subjecting its carved 
volumes to a linear discipline equal in zest and rigour. Modelled continuity, 
though expansive in parts, — the faces in frontal view, the Yaksa’s chest, is but 
a pondei'ous residue of an once gracious and fulsome tradition. Now the volumes 
which had held the Breath of Life have the shape of objects, cylinder, cones, etc. 

The stem of the tree in the middle with the image of the Tirthahkara 
Neminatha and the symmetry of vertical parallels of the upright chest -head-crown 
of the two tutelary divinities, their right hands holding the citron, and ‘the child’ 
— the two sons of Ambika — on the left, have their balance in the horizontals of the 
base, the left leg of the images, the left arm of the child, the width of the chests 
of the images and the foliage of the tree. 

The diagonal themes are indicated by the right legs and partition the relief 
panel as rigorously as is its orthogonal order. This geometry is also applied to 
the shape of the single figures and is as perspicuous in the zig-zag of the body and 
limbs of the child as it is in its physiognomy. 

The geometry of the relief panel employs for its units, conical or cylindrical 
shapes such as those of the heads, of the hands and citron, the limbs, stem of the 
tree, etc. Graded in planes they lead into the depth of the panel. 


PLATE LV. PRATIHARYA 

Upper part of a Jain image ; Detached sculpture, near Jain temple on top 
of the hill, Deogarh (24° 32' N. 78°15'E), Tenth century. 

A celestial spirit beating the drum (divyadhvani) which is one of the 
Pratihai-yas or miraculous appearances carved on the slab of the image of a 
Tirthankara huids himself down, succinct as a drum beat. His body soars above 
the drum. Serenely the face smiles and the arms pause broadly open, while the 
sound of the drum reverberates in the modelling of the heads of the elephants, their 
trunks and the volutes of plants and ‘swans’ as the carved music of the sphere under 
whose lotus canopy is the place of the main image of this slab. 


I’LATK LVr. LOWICR PART OP THE IMAGE OF A TIRTHANKARA 
Near Jain temple on the hill, Deogarh, c. Tenth century. 

^ On the rigidly symmetrical pedestal of this seated image rest its legs, crossed 
in ‘padmasana’, or ‘Lotus posture’. Their horizontal volumes are supported by 
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PART LVII. IMAGE OF A TIRTHANKAEA 


Candpur, llth-12tli Century 


and the accidental life encrusted on the stone by fungi 


Its iconometry, ciiid the accidental lite encrusted on tiie stone oy iiingi, 
constitute to-day the impressiveness of this broken image. 

Calm and widely spaced, the image is competently caiwed but lacks any 
further qualification as work of art ; the petals of the lotus halo are without radiance, 
without' fragrance, but as accurate as are the finicky carvings of the round lotus 
cushion seat. 


PLATE LVIII. NANDIN AND SIVA-GANA 


Fragment of image carved in the round. Candpur, Twelfth Century, 

Tinkling bells, beads and locks, arches of eyes and chains are laid on the 
curved planes of the body of the animal and the child that clings to it. Its arms 
weigh in their balance the power of the bull’s recumbent shape. 

The bull is Dharma (‘Visnudharmottara’, III. XLVIII. 18). 


PLATE LIX. PRETA 


Detail of fragmentary image, outside the Malade Temple, Gyaraspur, 
Gwalior (23° 40' N. 78° 7' F.), Tenth Century. 


Ghouls, marching or dancing to the side of the main image surrounded by 
serpents coils, are carved in superimposed rows in one of which Pretas, each 
carrying a weapon, show the glee of disembodied souls. 

Not the gruesome emaciated skeleton as that of Camundl (PI. XXIX) but a 
more comfortable degree of decomposition distinguishes these dancers of death as 
acol^es of a power beyond it. In the images of Bhutas, Pretas, Pisacas and 
Vetalas (cf. ‘Manasollasa’, II, IIl.l. 809-11) who are in due order: “those who 
have been” (bhuta), ghosts of the departed; “those who have gone before” (preta) 
and whose obsequial rites have not been performed ; filthy fiendish goblins, and 
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spooks w]io occupy corpses not their own — emotions are given expression in 
lugubrious and ludicrous shapes which are redeemed by their rhythm. 


PLATE LX. SALABHANJIKA 

Fragment from Harsiddhi Temple, Candravati (Jhalawar, Malwa ; 
c. 25° N. 76° E.), Ninth Century. 


Viewed against the sculptures of Khajuraho, this figure'"' and also other images 
(Pis. EXI, EXIII, LXV) belonging to temples situated at about the same latitude 
but further west, and as far as Kotah State in Malwa, appear stern. The high 
strung elegance of Candella sculpture is absent in the sculptures of the western part 
of central India (including Gwalior and also Malwa) as it is also from the sculptures 
to the east of the Candella school (Pis. XXXIX-XEII) and from the suave Eastern 
Indian school whose influence extended as far as Sarnath (PI. XXXVIII).’ The 
same components however are fused here as in the Candella school, but the 
modelling is never as taut and the linear tension never as acute as it is there. 


PLATE LXI. HEAD OF A VIMANAPALA 

From t5iva temple in Ramgarh, Kotah, Malwa, c, 1000 A.D. 

Dark buff sandstone. 

Four Vimanapalas, each at a cardinal point, were placed below the Amalaka, 
around the Griva or Neck of the Temple Pillar on the Skandha, the shoulder 
course, of the Vedi of the Sikhara. 

The names of the four Vimanapalas are Nyaksa, Vivasvan, Mitra and Ksatta 
(Vaikhanasagama, VIII). Vivasvan and Mitra are names of the Suns, the Adityas, 
— south and west of the Brahmasthana in the Vastupurusamandala— Ksatta is 
Brahma and Nyaksa means ‘whole’. 

The four heads below the Amalaka of the temple are known to-day in 
Rajputana (Osia, for example) under the name Brahmamukha. Brahma is situated 
in the Skandha of the temple (‘Agnipurana’, EXI, 27). 

Different figures in the various temples of India fulfil the functions arid hold 
the place of the Vimanapalas. The head on PI. EXI is that of a Rsi— the seven 
f Rsis, according to ‘Nirukta’, XV. 37 are the ‘rays of the Sun ’—its countenance 
however, turbaned and bearded, belongs to the people of the country and is cast 
in a heroic (vira) mould. 
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PLATE LXn. SIVA TRIPURANTAKA-MURTI 

One of the three main images of Siva in the Ghanaclvara of the Bhadras 

at the cardinal directions ; Siva Temple in Ramgarh, Kotah, c. 1000 A.D. 

Siva is the ‘Ender’ (antaka) of the Three citadels (Tripura) of the Asuras. 
They had been built by Maya, of gold, in heaven, of silver in mid-air and of iron, 
on earth. At the end'of their time, it is said these citadels would unite into one 
and should be destructible with a single arrow. 

The 10 armed image of Siva, on PI. LXII, is shown dancing after the total 
and simultaneous defeat of the Titans in heaven, on earth and in the mid-region. 
Siva, the universal, all filling God holds high his bow — the Vedas ; Visnu is his 
arrow. To the right of Siva, Ganesa, his small son, takes part in the dance. 

Although the image — a very high relief and partly carved in the round — is 
badly damaged, there is triumph "to be seen in the calm face and in the bow wielding 
arm of the dancing God, and sovereignty in his crowned head thrown back and 
looking upwards. This movement is echoed in the convoluted mass of Ganesa, 
but the rest of this very high relief is sculpturally inert, without Sattva-guna and 
perturbed by the Rajo-guna. The dancing legs are correctly placed in the Svastika 
(1) and the Kuncita pose (r) (‘Kasyapasilpa’, LXVII, 28), but fail to convey the 
movement of the dance. 

The fragmentation of this sculpture due to its being damaged is intensified 
by the deep shadows of the photograph which on the other hand strengthen the 
power of the oblique movement of Siva’s head. 


PLATE LXIII. APSAR.A 

On the wall of the Siva Temple in Ramgarh. c. 1000 A.D. 


The forced, double bend of this dancing figure, playing ball, shows the 
image with its scanty loin cloth, loosened and slipping down, akin in its nakedness 
to the images of Yaksis of the Kusana age. The weighty body in its movement is 
upheld by the horizontal profiles of the wall against which the figure leans ; its 
main horizontal divisions, at the joints, are underlined at the height of neck and 
shoulders, hip and knee by the fillets of the wall ; figure and wall conform in their 
articulation ; the lateral, excessive deviation of the Apsara from the vertical cuts 
across the edges of the offset at her back, relates her movement to wall surfaces 
further back in depth and of greater width so that the image is related to the whole 
buttress across which the waves of her wilfulness are staged. 
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PLATE LXIV. APSAEA 


Bracket figure of the roof, inside the Mandapa, of the Siva Temple 
in Ramgarh. c. 1000 A.D. 


Jutting out from the lateral vault of the roof of the Mandapa is a corbel made 
of a four-armed, squat Gana figure. It is part and support of a strut in the shape 
of a dancing Apsara and her diminutive companion of ravishing elegance, postured 
below her raised leg. The figure follows the architectural movement; it fits into 
the ribbed vault and has its highest projections where the joists pass behind its 
pliant shape. 

The Apsara has her body— of a rampant lioness — wreathed around her axis. It 
is weighted on both ends, above is her large head and below is the contracted shape 
of the Gana. In this way it is demarcated against the thin ribs of the vault whose 
curves are also those of the image. The globes however of head and breasts, bosses 
and knobs are set across the brittle, ambiguous context, palpably, reassuringly, as 
halting points in a mother of pearl iridescence of light caught and absorbed by the 
carved surfaces of this vault. (Cf. PI. T-XIII, which illustrates a different and 
more compact unity of wall and figure, from the outside of the same temple.) 


PLATE LX\L . BRACKET-CAPITAL OF PILLAR (PART VIEw) 
Mandapa of giva Temple in Ramgarh, Kotah, c. 1000 A.D 


With the roof now missing, the flight of the Ganas on the capital, is in the 
open. But in their original context too their figures though forming part of the 
capital, are neither caryatids nor Kicakas. They are shown flying across the 
air from within the mass of the capital, and seem to have traversed its solid shape 
and emerged sturdy and intent on playing their music on flute and conchshell with 
then whole being which is made for this purpose. Reservoirs of air, their inflated 
b^ies and cheeks, air-padded hands, fingers and locks, guarantee perennial power 
blowing the conchshell and playing flute. These wind-bags, with one leg tucked 
under, the other thrown backward and their second pair of haAds raised as they 
dive into space, are propelled by a gale which torments the stone, agitates the air 
and penetrates both ; they form a Tajasika’ image of Akasa, ether itself, which is 
present everywhere and whose quality is sound. 


PLATE LXVI. GANA 


Part of bracket-capital in the Mandapa of the Siva Temple 
in Ramgarh, Kotah. c. 1000 A.D. 


Dinerging from betw^ 
of these Ganas is a divin 


■een capital and bracket (cf. PI. Dili), the general attitude 
g into space. PI. DXVI shows the four-armed image in 
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PLATE LXVII. LINGODBHAVAMURTI 

Harasnatli, Sikar, Rajputana (27°37' N, 75° ^ 
;h Century. Central Rajputana Museum, Ajm< 
and the other sculptures from Harasnatli are o 


In the universal night a fiery pillar appeared above the^ 
the pillar there was no thing ; it had no beginning no end. j 
Empyrean and failed to reach its top j Visnu dived into th>_ 
failed to find its bottom. The two great gods theieupon submi 
become the acolytes of the Fiery Pillar. The Fiery Pillar is &i\ 
in its splendour. 

The stele is traversed in its middle by the P'iery_ 1 
Brahma is seen soaring upwards ; he is also seen standin 
mission unfulfilled, an attendant divinity of the Fiery P 
of the Pillar, Visnu, blowing his conch, hurls himself clow3 
result; he becomes an acolyte of the Pillar and his standing- 
same rhythm as the image of Brahma. The top of the s 
traversed by the pillar, is a palpitating^ mass of movemen 
Hamsa-birds and celestial spirits. The vision of the flaming 


PL-'tTE LXVIII. DANCE OF THE GODS IN IN DR AS HEAVEN 


Part of a frieze, Harasnath, Sikar, Rajputana, second half, Tenth century 


“Siva, who is joy (harsa) is worshipped on the hill (called Harsa) by the 
joyous divine host, Indra and the rest, who praised him” (verse 7 of Inscr. of the 
vear corresponding to 970 A.D. ; on the top of the hill called Harsa; ‘Ep. Ind.’ 
il. p. 125; cf. ‘ASI, Western Circle’, 1910, p. 63). In the frieze of the 
drumming and dancing gods are Indra, seated on his elephant Airavata ; a warrior 
holding sword and shield, and an Apsara. The movement sways and surges to 
either side' of a standing god who holds a long lance and seems to have ushered 
in before Indra the warrior so that he becomes one of the dancers. 


*Pliotograp'h by a local photograpber, with the permission of the authorities. Central 
Rajputana Museum, Ajmer. 
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Indra, eiitliroiied in a posture of ease, the right hand raised in Abhaya-mudra, 
grants fearlessness; his left hand holds the Vajra. ^ Small shapes surround him, 
Matali, his mahout, and companion spirits, Marut-like. 

The elephant’s trunk and the warrior’s legs are interlaced ; the warrior’s is 
the largest movement ; across the depth of the relief, he steps forwards into the 
line of the celestials. Their dance vibrates, to the stamping of the feet, a suave 
tremor free from tension. 

“The ai'chitect (siitradhara) of this temple of Siva (Sahkai'abhavana) was 
Candasiva, the famed son of Virabhadra, omniscient like Visvakarman in the 
science of architecture” (si. 43; cf. pillar inscription of the Mandapa of the Purana 
Mahacleo Temple; ‘lud. Ant.’ XLII. p. 57 f). 


I’L.ATE LXIX. THE WHEEL 

Pax't of a carved ceiling; from Plarasnath ; .second half. 
Tenth century, Sikar Museum ; Rajputana. 



The movement of the wheel is in the curves of the swords and bodies of the 
fighter spirits active on its rim. The centre of the wheel has the shape of a lotus. 
The end of a scarf, a pleated shape, is seen as if rushing through its hub. 
Cf. Sudarsana Cakra, PI. LXX; and Brahmana’, I. 3.5. about the 

“total escape from this revolving universe through the hole of the wheel”. 

Around a lotus in a circle, figures of many shapes have been shown racing 
in Indian sculpture; animals seen and umseen, in the days of Barhut; cf. versions 
from Mohenjo-Daro showing movement around a centre whence it radiates. 

The style of these figures is close to that of similar fighting spirits in 
Khajuraho sculptures (PI. XXIII) ; their ardour is of the same kind, but its carriers 
have less substance, than the central Indian sculptures. Delicate and with the 
grace of perfect manners, the sculptures from Harasnath show an}?- theme as their 
own, in a compact density of form (PL LXVII), its vibrant animation (PI. LX VIII) 
or ceaseless whirling rhythm (PI. LXIX). 


PL.ATE LXX. VISNU TRIVIKRA^IA 

In Ghanadvara, Harihara Temple, hlo. 1 ; Osia, near Jodhpur 
(26° 18' N, 73° V E), Rajputana, about 800 A.D. 


Visnu, with three strides covers the whole universe. Incarnated as a dwarf, 
Vamana, he had asked Bali, King of the AsUras, for a boon ; he wanted onty as 
much land as to step on. This scene fills the right corner, at the bottom. Then 
he takes his strides across all space, a cosmic movement in which the image of 
Vi.snu is a counter-part in its own right, to that of 8iva Nataraja. The thrust of 
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his left leg extends to the “Face above”, to Raliu (‘Visnudliarraottara’ III. 
ch. LXXXV. 53-57). 

The images of Sri and Pusti (destroyed) link the the image with the architec- 
tural enrichments. 

The early mediaeval relief, if compared with the sculptures of the subsequent 
centuries, has the compact power of a ‘primitive . 


PLATE LXXI. SHRINE NEAR SACIYA MATA TEMPLE, OSIA 


Near Jodhpur, Rajputana ; c. 1100 A.D 


This small Prasada is a model of clarity in the disposition and proportion of its 
architectural theme : (1) The socle, (2) the threefold horizontal division of the 
wall ; its Vedika, Jahgha and upper part, from which springs (3) the full curve 
of the Sikhara, repeated by its offsets in continuation of the vertical projections of 
the wall. The Bhumis with their square comer Amalakas and the large crowning 
Amalaka are balanced in the architectural composition by the pediments above the 
‘shrine’ of the Parsvadevata on the Bhadras, and the large pediment in lieu of the 
Bukanasa over the entrance to the Prasada. 

The Gavaksa net of the three inner offsets of this Pancaratha-sikhara, has its 
meshes assembled in a well knit pattern ; its ‘centre pieces’ give definition to the 
diminishing Bhumis, on the edges of the superstructure. , Each Bhumi is clearly 
demarcated while all are united in the simplicity of this monument. The cume of 
the superstructure appears continued in the opposite sense by the proportionate 
projections of the socle ; convex in the Sikhara, it is seemingly conca^'e along the 
edge of wall and socle; this effect is strengthened by accompanying shadows (on 
the left of the Prasada). 


PLATE LXXII. DEVATA; BROKEN IMAGE 


From the Nilakanthesvara (Gunesvara) Temple, Kekind (near Merta 
26° 39' N, 74° 2' E.), Jodhpur, Rajputana. Tenth Century. 


jewelry, and their massing together in light and shade are qualities of Rajputana 
A compositional movement of assured richness is accompanied by long stretches 
of dull modelling. An adroit commingling of detailed shapes, draper}^ girdles, 
sculpture which find full scope in monumental architecture and the images carved 
on its walls. 



EXPLANATIONS OF PLATES 


PLATE LXXIII. PILLAR ; PART VIEW 

r Nilakanthesvara Temple, Kekind. Rajputana. Tenth Century. 

The brimming vase (Piinia-kumbha; ‘Atharva Veda’, III. 12. 8; XIX. 63. 3; 
Kumbhalata, ‘Silpai-atna’, XXVHI) with scrolls and pearl garlands, Kirttimukha- 
scroll devices above, and v‘5ardula-scrons on top, add their meaning, power and 
beauty to the square and faceted section of the pillar. 

Precision and \dtality are in each of the clear cut shapes from the lotus petals 
right at the bottom. Emphasis is given to the edges, where cascades of parallel 
and similar forms act as stages of one movement of outpouring from the brimming 
vase. 


PLATE LXXIV. UPPER PART OP PILLAR 


Nilakanthesvara Temple, Kekind, Rajputana, Tenth Century. 

The transition from the octagonal to the circular section of the pillar is effected 
with carved chains. Part of the surface of the pillar is left rough with chisel marks ; 
the smooth ground, the colouristic carving with its black shadows, and the modelled 
rhythm of the ring of flying Vidyadharas are some of the possible transformations 
of the shape of the pillar, into the sculpture of its several parts. 

The pattern of the fljdng legs encircles like a cord the round body of the pillar : 
the fillet on top of the Ganas is a simple shape ; between these two rings are their 
raised swords and arms with ‘ardha-suci’ and ‘pataka hastas’, and the richer 
context of their sturdy little bodies and round heads. 


PLATE LXXV. HAMSAS AND LOTUS 

Part of a carved ceiling. Nilakanthesvara Temple, Kekind, Rajputana 

Tenth Centur 3 L 

_ Luxuriant in tlie fulness of their shapes are the lotus plant and the bi 
their triangular compartment which they fill to perfection, as parts of a inonui 
rhythm that swings in the circle on whose rim thej’’ rest. 


PLATE LXXVI. MANDAPA 

Half broken; part view, Somes vara Temple, Kiradu (near Banner, 26° 45' N"; 
71° 23' E.) Jodhpur, Rajputana, 1148 A.D.^= 

The slab of the bench (asana) on which lies the full light of the sun, was 
originally shielded from it by the back of the seat slanting outwards. 
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UPPER SECTION OF A PILL 


Kiradu, Jodhpur, Rajputana. Twelfth Centuiw 


The theme of the circular section at the top of the shaft of this pillar is made 
of ring and modelled shapes. 

In the upper row are Kirttimukha and Mukta-\"arala (‘Samarahgaiiasutra- 
dhara’, LVII. 958), the latter forming, each time, a pearly jnudge between the 
architectural mouldings, while the deep slits and dots in the Face of Gloiy have 
their continuation and flame in the design of the carved nu)ulding above. 

The impetuous and disciplined upward rush — it has an oblique rhythm here 
— of the various hosts of Ganas or Vidyadharas in the lower row, and other similar 
groups (PI. I/XXIV), are amongst the minor themes of mediaeval temple sculp- 
ture in which is caught the movement in the atmosphei'e and the steadfast agitation 
in the heart of the Bhakta. 


PLATE LXXVIII. ‘IN THE JAWS OF THE M.AKARA 

Part of bracket-capital of a pillar, Kiradu, Jodhpur, Raiputana 

Twelfth Century. 


PLATE LXXIX. YOUTH CARRYING A OUIVER OF ARROWS 
Fragment from Kiradu, Jodhpur, Rajputana, Twelfth Century 

The wide sweep of the chest, its volume coerced by a pleated scarf, t' 
bend of head and torso, the sweet apprehension in the broad blank face, 


ill die 'Victoria and Albert Sluseuni, Soutli Kensington, London. Photograph 
1, V. and A. Museum. 







EXPLANATIONS OF PLATES 


caress of the curves over graded planes, and the quick rhythms of shadows belong 
to tlie complex structure of mediaeval sculpture in Rajputana. 


PLATE LXXX. EHTs:MA ON THE BED OF ARROWS 

Carving on a ruined temple, Kiradu, Jodhpur, Rajputana, 

Twelfth Century. 

In the “Great war”, BliTsma, the Dreadful, the self denying, devoted and wise, 
son of tlie holy Gaiiga, was pierced by innumerable aiTows from the hands of 
Arjima. Mortally wounded and sinking from his chariot he was upheld from the 
ground by the arrows and lay as on a couch of darts. He had the power of choosing 
the time of his death; he waited till the sun had crossed the vernal equinox. In 
these fifrt-eight days he delivered the discourses which are known as the Book 
of Calm'’ (Sinti-pai-va) and the Book of Precepts (Anusasana-parva) of the 
Mahabharata. 

The deadlj? arrows which form Bhisma’s death-bed appear at the same time 
as shafts of light, and ra3\s, — for the weapons are made from the body of the Sur3?-a, 
the Sun. 














THE HUNDRED-AND-ONE TEMPLES OF THE 
‘ VISNUDHARMOTTARA’ 


The Hindu temple had been fully given shape between the eighth and the 
twelfth centuries. In its leading types are compacted many forms of buildings. 
Each temple is an exposition of metaphysical knowledge and at the same time a 
potent i-esidue of the shapes that had gone to its making. While it is the extended 
universe in a likeness and the form of the way that leads beyond it, it is also the 
collective shape of its own histoi-y. 

The residual quality of the structure has preserved many shapes of earlier 
temples and also of different buildings while others were by-passed or superseded. 
Those which became integrated were compacted, abbreviated and variously 
adjusted. 

Neither the temples in existence nor the groups of 20, 46 or 64 varieties of 
Nagara and other temples, and of 96 Dravida temples of which Vastuvidya treats 
consistently, represent all the varieties of the Hindu temple. . Those preceding 
the beginning of the present era and the many which must have been erected in the 
first centuries of the first millennium, are known to some extent from their repre- 
sentation in — ^Buddhist — reliefs, etc. 

The ‘Visnudharmottara’, III. chapters LXXXVI-VIII,_ gives a genealogical 
survey of the shapes of the temples at the time of its compilation, after the seventh 
century, at an age when the fully compacted Hindu temple emerged. The last of 
these chapters treats of the proportions of the general type (Samanya Prasada) of 
which 100 different shapes are described in chapter LXXXVI while one temple 
only, the Sarvatobhadra, forms the subject of chapter LXXXVII. The norm of 
proportionate measurement differs from those of the Nagara temples compiled in 
Chart I (p. 232A), the terminology^ too is partly different. The hundred and one 
possible shapes which followed the norm, are described vividly and grouped 
morphologically in eight main families. 

The Samanya Prasada (Ch. LXXXVIII) is divided in three equal parts, in 
its vertical section. They are : Jagatl (Vasudha), the socle or platform; Kati, the 
wall, and Manjarf, the superstructure. Other names of the third and topmost part 
of the temple in the V. Dh. are : Talpa, Kuta, Smga, Valabhi and Sikhara. But 
for the last term, the various names refer to temples forming the first and the 
second group within the 100 temples. 

The Samanya-Prasada is set up on a square of 64 parts. On this Vastumandala 
the several zones of the plan of the Prasada are apportioned according to a module 
which is given by the height of the door. The width of the Garbha is 9/8ths of 
this, which is also the height of the Kati. The Jagati (Vasudha) projects from the 
Kati by half its height (9/16ths of the height of the door). The Vastumandala 
is thus not divided according to the number of its parts. These give only the 
frame in which the plan of the Prasada is laid out. A considerable margin, it seems, 
was provided by this apportionment, for it is enjoined that the Jagati should 
neither be too narrow nor too wide (verse 9). 
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Seven-eights of the height of the door is the height of the image. Two- 
thirds of it are assigned to the image proper and one-third to^its pedestal. These 
proportions are identical to those of the ‘Bfhat Sainhita’. The triple division of 
the total height of the temple had also been incorporated in Varahamihira’s Norm. 
This does not imply that the V. Dh. precedes the ‘Brhat Sainhita’. Its standard 
norm however was known to Varahamihira. It is clothed in the ‘ Visnudharmottara’ 
in a great variety of shapes {cf. ‘Bhavisya Purana’, I. CXXX. 18). 

The height of the door, it is repeatedly stated iii the V. Dh., is double its 
width.’ This too is in agreement with the norms of Chart I. The height of the 
door however as module of the building was not generalh' accepted in those Sastras. 
Excepting the ‘Garuda Purana’, I. XLVII. 14-10, it is not included in their several 
norms of the 20 Temples.^ 

The correspondences of the proportions in the plan, to those of the vertical 
section of the temple, are also given differently. Several possible proportions 
of the door and the temple are indicated. The door which measures % of the 
Garbha is said to be auspicious and also the door whose height is % of the height 
of the Prasada. 

Amongst extant buildings, few seem to conform with the threefold division 
of the height and those that do belong to tw'o widely distant countries ; the temples 
of Kashmir, of the eighth and ninth centuries, are relatively nearest to it; a 
high socle, the walls and the superstructure are the main pails of these temples, 
which, moreover, have four doors. Another group of temples, in Mysore, is known 
as Hoysala and is about three centuries later. 

THE FIRST GROUP. The several groups of temple shapes built on the basis 
of this norm are headed, in the first group (LXXXVI. 1-14), by the temple 
Himavan. Its superstructure, corresponding to the Manjari, the ‘shoot’, is spoken 
of as Talpa or Kuta ; its tapering shape has three storeys (bhumika) ; they are 
separated from each o^er by recesses (uccheda), wdierein are placed, presumably 
at the quoins, square Amalakas. Each recess has for its enrichment a garland of 
lions (Simha-mala). The Bhumikas have the shape of Bhadrapithas ; they have 
^veral mouldings or courses. The temple has 4 doors, steps leading up to each. 
The gate house (dvarasobha) of the temple Himavan had also a Kuta ; Amalakas 
were placed in its first recess. 

If the Kuta has only two storeys, the temple being in other respects similar 
to Himavan, its name is Malyavan. 

_ If the Kuta is without any recess and ascends in an unbroken line, it is called 
brnga; a temple having this kind of superstructure is called ^rngavan. 

This first group of temples is differentiated according to its superstructure. 
H nas three or two Bhumis or none ; in the last instance its ascent is unbroken, 
llus tapering superstructure is called Srnga, in the ‘Visnudharmottara’. 



, hdght of the 3 doors of the temple Trigtma is how'ever three times the width 01 
a (LXXXVI. 32-33). 

“ ‘Dvaramana’, th 
included in Chart I. 


-vxxv vj. UlC 

each^ (LXXXVI. 32-33)- - ' . 

uded'^H^ Chart’ “i^^ure of the door as module of the temple, has therefore not beer 
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THE SECOND GROUP. The temples of the second group (verses 14-20) have eacji 
a Sniga for their superstructure ; they are like the temple Sriigavan but are dis- 
tinguished by haviirg one or two Mekhalas, each. Mekhala is a ‘zone’ ; its parti- 
cufar connotation here is not given. The distance of the Mekhala, its ‘gati’, from 
the walls of the shrine is however one-eighth of the Prasada (verse 24). This is 
considerably less than the Jagati. The width of the Mekhala — in ch. LXXXVII— 
is one-third' of the stair, i.e., a twenty -fourth part of the total width of the building. 
Mekhala is thus a zone of varying width surrounding the Kati. Two Mekhalas 
may mean that the Jagati is built in two steps so that one zone surrounds the body 


THE THIRD GROUP. The thii'd family of temples (verses 21-46) adheres to the 
triple division in the vertical. The Kati retains its name and position. Iirstead 
of the Jagati however it is now the Mekhala which forms the lowermost third of 
the structure. Another substitution is, it appears, of greater significance. The 
Kuta is replaced bv a Valabhi. 

' The first tem'ple of this family is itself called Valabhi. Valabhi denotes a 
pitched roof having a ridge (prstha). Its slopes ar^on its four sides — it is a hipped 
roof — or on two sides onh^ On the ridge, three Amalasarakas are placed. Attic 
rooms (garbha) or dormer windows (candrasala) are on either side of the ridge. 

The temple, called Valabhi, is rectangular in plan, its length being thrice 

its width. . , . - 

Tlie temples of this group have each one Mekhala, the number of their doors 
depending upon their lengths. The latter is not fixed ; it may be as one desires. 
Correspondingly, one of these temples is called Yathesta, “As you like it’’. There 
are many small chambers (garbha) in its Valabhi. 

Some of these temples have a door in each direction ; others have three doors 
and, if the height of this particular temple is thrice its width, its name is ‘Triguna’. 

The description of the Valabhi temples corresponds to the well-known early 
relief representations in Sand, etc., and also to the shape of the Bhima Ratha in 
Mamallapuram. It is how^ever not possible to ascertain whether the_ slope of the 
Valabhi of these temples was curvilinear as it is in the above reliefs, etc., or 
whether their slope was straight as it is in buildings of the Malabar coast. 

To this group belongs, amongst others, the temple called Sikliara.^ It is 
described as having one door, its Garbha is enclosed by walls : it has no (distinct) 
lateral Valabhis, all its faces are connected (sainyukta). 

The temple Kunjara has to be noted for its destination ; it was a temple and 
also a residential building for Turaga Brahmacaris. 


“ Mekhala in the ‘Samaraiiganasfitradhara’ denotes a moulding of tiie Vedibandha and 
also above the Jahgha (BVII. 26-7 ; 65, etc.; XfilX. iS). KapotaK and Mekhala aie 
synonyms (cf. 64 and 26, etc.). XhlX, 18, speaks of the Mekhala between Manjari ano 
Stambha, i.e., between the pilasters and the superstructure. It has windows ; or the Mekhaki 
is in the Vedibandha and is described as decorated with dormer windows (candrasala . LVII. 
688 ). 
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THE fifth group. The fifth group of temples (verses 77-81) are most parti- 
cularly Linga temples, not only because they house a Lihga (as the temples of the 


^ If it had a Valabhi it might have had the shape of a dome in eight sections. The three- 
storeyed superstructure would have been crowned by an octagonal dome and an Amalaka 
above it. Cf. the temple Trivi^fapa, S.S. TVII. 702-706 ; it has eight Garbhagrhas and four 
Valabhis. , ^ : 




The temple Kunjara, whose name is also amongst the Twenty Temples, is 

here described as a Valabhi structure. ^ 

The main and primary shapes of temples are represented by the first three 
groups, of which the first two belong together. The one shape is that of a square 
temple having a one-pointed or peaked roof, while the other kind of temple has a 
ridged'roof (Valabhi). This type of temple is not listed amongst the 20 Temples 
of the ‘Brhat Samhita’. The ‘Matsyapurana’ and particularly the ‘Visvakarma- 
prakasa’, 'include it under the name Valabhicchanda amongst the Twenty Temples. 
The V. P. describes it as having three Sukanasas ; the V. Dh. speaks of three 
Amalasarakas. This particular temple, Valabhicchanda, _is the first of the 
rectangular temples in the list of the 45 temples. Incorporations and adjustments 
of certain types by the different schools may be seen here ; a transfer of names of 
the temples was however, it appears, resorted to only at a later phase in the forma- 
tion of the various schools of architecture. 


THE FOURTH GROUP. The fourth group of temples (verses 47-77) is more 
complex than any of those preceding it. These temples have a tapering super- 
structure in two storeys, like Malyavan of the first group, but instead of being 
peaked, the roof is ridged. 

The Valabhi of group three appears placed on top of a building of group one. 
These buildings are related to extant temples, such as the Nava-Devi temple in 
Yagesvar (Almora District), the Vaital Deul in Bhuvanesvar, and the Telika- 
mandir in Gwalior. The ridge may be breadthwise (ayata) or the Valabhi is placed 
at a right angle (tiryak) to the facade of the building. The former type of temple 
is called Bha'dra, and the latter, having the entrance on its_ narrow side, is known 
as Dvarapala. The temple Gandhamadana belongs to this group, and also the 
temple Guha, which is oblong in shape. 

Two temples of this family moreover embody in their plan their iconographic. 
function. These are the temples Kamala and Garuda. 

Kamala is a Trikiita temple, it has three Bhumis in its supersti'ucture — like 
Himavan — and an Amalasaraka which implies that its point is peaked ; its Valabhi 
is not mentioned.^ The Prasada Kamala has eight Garbhas and doors in the eight 
directions. It has one Mekhala. 

Garuda is a rectangular building ; it has no Valabhi in the East, its entrance 
side, but its shape there resembles the temple Turaga. Attached to it and raised 
from its high Jagati are two small lateral shrines, having ridged roofs and facing 
North and South. The ridge of the main building is from East to West and that of 
the small wings or lateral (parsva-Prasada) shrines, from North to South. 

The eight-fold and the triple temple have each their particular dedications. 
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second gi'oiip also, verse 19) but because they tbemselves have the shape of a 
Liiiga. "They would thus be circular shrines; one might think of the Maniyar 
Math in Rajgir. These shrines have from one to three Mekhalas, they have a 
ridged roof (Valabhl) and one of these temples, called Sarvakita, has a Kuta and 
Vakbhi. I ' 

THE SIXTH (rROUP. The sixth famih’’ of shapes (verses 82-88) is related to 
the third, the group Valabhl. The temple Gaturasra, whose name and description 
— of a different kind — are given amongst those of the Twenty Temples, is here 
alike to the temple ValabhT, though its shape is square (caturasra) ; it has 
no Mekhala. 

The other temples of this group are distinguished by the absence of doors and 
front wall; they have pillars instead ; temples of this kind should have from one to 
three Mekhalas or none. All these temples are like assembly halls (sabha). 
Temples of this type are also known from Barhut reliefs. 

These particular ‘hair temples however are not the only derivatives of the 
third group. 

The temple Caturasra too has the same lineage. Several of its varieties are 
enumerated. They form the connecting link with the following group. 

THE SEVENTH GROUP. The seventh group (verses 89-100) is of particular 
interest. In it occur most of the names of the temples in common to the ‘Visnu- 
dharmottara’ and the lists of the Twenty Temples. 

The ‘Visnudharmottara’ begins this group with the simplest type of temple, 
called Grha. It is a square, one-storeyed house (grha) ; Laksmi should be installed 
therein. The Draupadi Ratha in Mamallapuram would come near this type if its 
roof could be considered as one of the shapes of the Valabhl,® and if the triple 
division of the height, in Jagati, Kati and Talpa is not considered binding in this 
group. The latter indeed seems implied in the description of the following repre- 
sentatives of the seventh group of temples in the ‘Visnudharmottara’ of which the 
temple “Many-storejmd” or Bahu-Bhumika is the first. It should have as many 
storeys as is desired (yathesta) and is of the type of the temple Yathesta (verse 42), 
that is, it has a ridged roof or Valabhl. 

While the number of Bhumis is left to the discretion of the builder of the 
temple Bahubhumika, it is given explicitly in the temples described subsequently. 
They are 12 in number and their storeys are from 12 to one respectively, Meru 
having 12 storeys, 6 sides (asra) and 4 doors. Its description agrees with that in 
the lists of the Twenty Temples. It might, however, be thought of as crowned 
by a Valabhi. 

The names of the temples having from II to I storey only, are respectively : 
Suktiman, Mandara, Parnmtra, Alaka, Vimana, Nandana, Pancata, Catms- 
kaka, Tribhumi, Dvibhumi and Ekabhumi. But for the names of Mandara, 
Vimana and Nandana (see Chart II, p. 270A) where they am given in some 
instances the same number of storeys, the names of this series of temples are not in 
the lists of the Twenty Temples. 


Cf. the temple Kamala whose crowning dome shape might have had eight sections. 
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Classification of tlie temples according to the number of their storey's is the 
rule in South Indian Vastusastras. There the one store 3 'ed temple makes the 
beginning. In the Nagara schools the 12_storej'ed temple heads the list which 
excepting in the V. Dh., is incompletel}=^ given.® 

If a temple of this kind is circular it is called Samudra. Nandin also is a 
circular Prasada of this familj". It is described as having 8 Pariccliedas, which 
means 8 recesses in its Kuta, or 8 Bhumis, each recess having Amalakas. 

Guharaja is described as long, which maj' mean its plan was elliptical, and 
like a cave in shape.' 

Vrsa is a circular temple of this group with one unbroken, tapering super- 
structure (srnga). It has two Mekhalas. Similar to Vr.sa, but of different shape 
(akara) are the temples Hamsa, Ghata, Simha and Mandapa ; their names indicate 
their respective shapes of swan, pot, lion and hall. Whate\-er these ma_v have been, 
by name, at least, the temples of the seventh group are represented in good number 
amongst the Twenty Temples (Chart II). 

The temples of the seventh group are introduced bv the temple Grha, the house 
shape, which has a ridged roof or Valabhi. Grha, however is also the name of 
another kind of temple (verse 15) whose roof is a 8rhga. These two prototypal 
temples, called ‘houses’ seem to have had the one a peaked roof and the other a 
ridged roof. 

The V. Dh. does not sa^^ whether the tapering superstructures of the temples 
of these seven groups were rectilinear or curvilinear. Its Bhumis were divided by 
recesses and Amalakas were placed there. These temples thus would conform with 
Type lA or also with T\’pe II. The Bhumis however are nowhere described as 
actual storeys, or as having their shape. They are not those of Draiida temples. 

THE EIGHTH GROUP. The eighth group (verses 101-111) comprises temples 
whose Mandapas are essentially part of their plan. The temple Kailasa heads the 
list. It has 5 Sikharas, 4 Mandapas and 4 doors. The Mandapas being in the four 
directions, the entrances at the cardinal points, this cross shaped temple would 


The \ . Din assigns 12 storeys to Mandara, whereas 10 would olnioiislv be the correct 
number m that list . Mandara has 10 storeys in the Br. S., and 12 in 5 I.P. 

A temple, called Guha, belonged to the fourth group (verse 50) ; the temple Grha 
however is the of the seventh group. The alternative names Githarrija (Br.vS.) and 
Gi in the other early lists of the 20 Temples seem to go back to older classifications 

01: which^the Visnudharmottara* has preserved some traces. 

^ Guh^ nioieover, occurs more than once in the name and constitution of the temples in 

tile V. Dh., buguha (verse 121) ; and another temple possiblv called, and being Trigulia 
(verse 122}. i » 

of i” the temple Sarvatobhadra (bXXXVII. lo), the small corner shrines 

f .1,^ cential Prasada ^e described as Garbhagnhas and Prasadas. Similarly, the chapels 
of rampart are the Garbhagnhas of the enclosure (Prakara). 

^ equivalent of Grha and denotes the Garbliagrha. Its 

Si oblong shape identity. It might, besides, in the V. Dh. have connoted 

nn cawty, may denote an interior opening or also its demarcation 

an imflp-p k Gort hollow of the Siikanasa, the round niche in which 

an image is carved, is a Kuhara., 
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have one central Sikliara and each Mandapa would have a lesser Sikhara of its own. 
The shapes of these Sikharas are not given.® 

A temple Trikuta (see the first group) however also figures in this list and the 
temple Saumya which has one {Sriiga. 

The main temple of the eighth group is the temple Rajaraja. It has one lower 
and wider Jagati which is as high as the knee, below, and in addition to, the Jagati 
proper, whose height is one-third of the Prasada. This is, as usual, also the height 
of the Kati. The Sikhara is described as having a Kuhara, the ‘cave’ or niche 
of the Sukanasa. Connected with this temple and forming one consistent 
plan, is its Mandapa. Similar small temples are attached in the four corners to the 
main temple. They too, have each a Mandapa. All these temples are supported 
by the high Jagati ; steps lead up to it. 

Further combinations of shrines and Mandapas have each their specific name. 
The variations are given by the presence or absence of Mandapas in the four direc- 
tions, by the presence or absence of Sikharas on the Mandapas and by the number 
of Mandapas or shrines at the bottom of the steps. 

The temple Surarat for example has 4 shrines in the intermediate directions 
and 4 Mandapas in the main directions, each of these has a Sikhara; the central 
Prasada has a Manjari. 

These combined and centrally planned temples would correspond to certain 
Jain temples on the one hand and to the Hoysala Temples of Mysore on the other, 
both of which date from c. 1100 A.D. onward. The V. Dh. appears to describe 
some of their ancestral plans ; the height of the Jagati, the existence of two Jagatis, 
the shrines on either side of the steps, an approximation to the triple division of 
the height of the temple, all these belong to the temples of the Hoysalas. 

Further shapes of temples are specified (verses 111-123) . Following the eighth 
group, they do not form a particular group. The temple Samanya is conspicuous 
% its name. It has one Sikhara. Another temple is Suguha; it "has a Guha at its 
back. It is followed (verse 122) by the Prasada Triguna (cf. verse 33) which may 
be a misnomer for Triguha : it has three Gunas (Guhas?)., Further combinations 
of the various constituent elements are given each their own names: a pillared 
Himavan is called Nandaka (vei'se 123), etc. 

Chapter LXXXVI of the ‘Visnudharmottara’ gives a genealog}^ and morpho- 
logy of the temples in which the main now extant types are not included. It begins 
with simple shapes and their combination; certain ancient forms of buildings are 
recognizable. 

These form the first, second and third group. There the triple division 
in the vertical is finnly adhered to. The door, it appears, is an ancient module, 
and was superseded in the temples by the main norms (Chart I) which are based 
on the width of the temple or on the height of the image or Linga. It may be 
surmised that the door as module had played its part in the construction of houses. 


® The tenn Sikliara, denoting the superstructure, does not occur in the seven preceding 
groups. A teini>le, called Sikhara, belongs to the third group. 
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The transformation of house shapes into those of temples can be followed, specially I 

in the third group. The temples are however not ‘deri\^d’ from the 'shapes of I 

houses ; they are on the contrary employed for the purpose of the temple so that by 1 

looking at the temple man may be liberated from all his shortcomings and attain « 

release (LXXXVII. 63). 

In their elevation, the complex shapes of the fourth and the following croups s 

show combinations of peaked roofs and ridged roofs. The_y form the taperinw 
superstructure. The ridged roof (Valabhi) however is absent from the eighth ^ 

group which is representative of the temples which are ])articularly those of the 
‘Visnudharmottara’. A whole chapter (LXXXVII) treats of one' temple which 
conforms with the main characteristics of the eighth group but is of greater import- ^ 

ance even than the temple Rajaraja. It is complete in its parts and "is the architec- 
tural shape of its iconography. In this respect the temples Garuda and Kamala 
preceded it genealogically. ' I 
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Sketch of the plan of the temple Sarvatobhaclra 
(V. Dh. III. LXXXVII) 

raisefSTbroat^s^aTe^LrSl^ (proportions not given) is 

of chapels, a cloiste? of twenty-fom"GaLaU\as''''AJ {prmr^) 

on the four sides bv stairc fla-ni-ln i, 'J'^iona-guiias (verse 4‘2). It is approached 

Damstras or Devakulas are 4 chapefs 

■p„„i fl- 1 , r , . ^ luevaJcula) m the corners of the terrace. 

Eastern gate-house isT ^ ^ gate-house. Immecliatelv behind the 

gate nouse is a feamanya temple ; a Garbha-Mandira, it has no Mandapas 
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but is flanked by two Himavan temples. By its position the East- West axis of the 
plan is given special importance. But for it the temple Sarvatobhadra and those 
of the eighth group are central in plan. The main temple which occupies the central 
ixisition, the Sarvatobhadra temple proper, has its square Garbhagrha surrounded 
m the four directions by Mandapas. Eaph of these has four doors." ' In the corners 
of the Garbhagrha 4 small Garbliagrhas are inserted and correspondino-ly 4 small 
shrines are placed in the corners between the Mandapas. This cross slnTped central 
and radiating building is surmounted by a cluster of nine gikharas correspon diner 
to the four Mandapas, the four small corner Prasadas and the central Grabhagrha'" 
1 he central feikhara is higher and dominates the eight surrounding gikharas. "'The 
b bikhai,as have Iviihaias, oi feukanasas in the eight directions; all the Sikharas 
aiexpcli lii Amalasaialvas, Jalas, G-avaksas, (lesser) Kuharas; Cakras (wheels) and 
flags complete the crowning glory of this temple. Around the central shrine 
beautiful tanks are laid out on the terrace. 

? foremost of its “Mandapa- 

temples In this tiqie of the temple, a central disposition shows welded hi one 
plan the Garbliagrhas and the Mandapas. 

The Mapdapa origmallj' was a separate structure, of which twenty-seven 
varieties are known to the \ isvakarmaprakasa (VI. 124-37) and the M P The 
Man_<^apas have from 12 to 64 pillars, the plan of the Mandapas is three sided 8 or 
16 sided or circular. _ By a slow process, Prasada and Mankpa became united in 
the temples whose axial plan is bilaterally symmetrical (pp. '266-57). The central 
pmmetry of several Mandapas grouped around a Prasada or a cluster of Prasadas 
had acquired several shapes which seem to represent the flower on the anistrS 
tree of the temples of the ‘ Visnudharmottara’. ancestial 

descriptions at least of the Sarvatobhadra in the various 8astrss 
The Visvakarmaprakasa’, VI. 88-89, and the ‘Matsya Purana’ speak of its 16 
sides (asra)_and the large number of Sikharas. This laconic accotmt suogSs a 
c-n ral projection (bhadra) on each of the four sides, which would have three 
sections, each less wide than the preceding. The ‘Samarahoanasutradb'lrs’ 
EVII ^ central projection having such sections (SS. LVI. 131-3^ 

KU a EV. 27, gives the width of the square temple Sarvatn- 

adra as ^6 Hastas. It has four doors in the four directions a larwe number of 
Sikharas, a large number of Candrasalas and 5 storeys " " " 

S..rvatlkafrr”n*Sapte71uX WyThe rian rf 

P , c hall temple consisting of a small centre (devakostha) over four 

is also'the first of tlie ”4°\oonf’ several varieties of the temple in the Sastras, it 

the 'Brhat-Samhita>, 1,11 Ti ( 9 ftu&aIa-Grha), described in 

others. It is ht for ‘Mugs and S ’ kardhamana, Svastika and Rncaka, being the 
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parts out of the 100 parts of the square_ field (ksetp) of its total extent which is 
occupied by three concentric Alindas with their pillars, etc., and Piaggiivas of 
the facades. The Prasadas of chapter XLIX are not exclusively temples. They 
form part of ro 3 ml establishments where their plan is adopted to x-arious uses which 
are described in chapter LI. 

Sarvatobhadra, however is one of the eight temples (chapter LII) to which a 
gikhara was superadded (p. 284). The Sarvatobhadra of SS. XLIX has^ a different 
structure than the temple of that name in V.P., M.P., and Br. S. In S.S. LII. it 
is assimilated to them, and also further assimilated to the Sarvatobhadra of the 
V. Dh. 

The Ksetra of 100 parts however is occupied also by other varieties of the 
Sarvatobhadra, in the S.S. In each of these the Garbhagrha extends o^'er 16 squares 
out of its 100 squares (LV. 23-31) ; certain kinds of the Saiwatobhadra are Sandhara 
temples, the width of their inner ambulatory, of their jnner and outer walls being- 
equal to the side of the square {i.e., the side of the Ksetra_ being 10, that of the 
Garbhagrha is 4, and 1, 1 and 1 respectix-eh', are the Bhitti, Andhakarika and 
Bahyabhitti; LVI. 123-40; LVII. 781-99; LIX. 28-40; LX. 59-06). 

In this Talacchanda, however, there are slight variations in the rhythms on 
i^he Vinyasa and Parinnia Sutras : The Bhadra, the central j^rojection is 0 parts 
out of the 10 in width, and projects onh' to half a part (LV. 1. c.) ; whereas in LVI, 
its width is 5, its projection 2 parts at the centre and at each side it extends over 
part; its projection there is correspondingly less. In L\TI, the pillared Bhadra 
is 6 parts wide and projects l}z parts; or, there are 2 Bhadras, one in front of the 
other. 

The variations in the plan are accompanied bi' variations of the vertical propor- 
tions. These are given most complete^ in LVII ; the width of the Ksetra being 10, 
the socle, Pitha, has 2)4 parts; the lower part of the wall, Vedibandha, has 2)4 
parts of which the mouldings, etc., are allotted : Kumbhaka 1, Masiiraka )4, 
Antarapatraka )4 and Mekhala )4 part ; the Jahgha here is assigned onlj?- 4 parts, 
the Sikhara 7, Griva )4, Amalaka (Andaka) 1, Padmasirsa (Candrika) )4, and 
Kalasa (or Kumbha with Usnisa) 1)4. The total height is more than double the 
width of this Sarvatobhadra temple. It has Candravalokanas in its Bhadras. This 
temple belongs to a list beginning with Meru; also the Sarvatobhadra of ch. LV, 
whose proportions are not completely given; but for the Jahgha which is assigned 
5 parts, the^' are nearly the same, Mekhala- Antarapatra having each )/4 part. 

The Sarvatobhadra of ch. LVI, belongs to the series of temples beginning with 
Kesari; it stands on a Jagati-pitha which is half the width of the temple 
high; the width of the Jagati is twice that of tlie Prasada. The wall of this 
imposing structure is similarh>- proportioned to that of other Sarvatobhadra 
temples. The Jangha is assigned 5 parts (as also in LV) and, above it, the Mekhala 
^ .and the Antarapatra )4 part. This temple has 8 storevs (bhumi). It can be 

1 a width of 15 Hastas, the middle c. 27 and the 

largest 37 Hastas. 

. in a series, headed b}'- ‘Vimana’, is the Saiwatobhadra of ch. LIX, the 

jeignt of whose shoulder course (skandha) is 20 parts, the width of the temple being 


10 ; it has 9 Bhumis 
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In cliapter LX, which treats of Nagarakriya Prasadas, the 3 sizes (jyestha, 
niadliyania and kanistha) are 26, 18 and 10 Hastas respectively, and in ch. LXIII, 
the description is similar to that of the ‘Brhat Samhita’ ; 5 storeys, many Sikhaias 
and Andakas, and Bhadrasala are mentioned there. 

Besides these, ch. LVI. 105, shortly describes another Sarvatobhadi'a temple, 
of a ‘mixed’ type {Misraka Prasada) whereas in ch. LXI, 56-61, Sarvatobhadra 
is one of the ‘rhythms of the floor’ (talacchanda), one of the ground plans of a 
Dravida temple, whose walls, divided into 28 parts have a Sala of eight parts in the 
centre, on each of its two sides are two Kutas, each of three parts, and between each 
two projections is a recess (salilantara) of two parts. This applies to a temple 
without inner ambulatory (Nirandhara) ; the proportions of the Sandhara- 
talacchanda are not specified in ch. LXI. 

All these temples are Sarvatobhadra, for they have not only a ‘bhadra’ on each 
of their four sides, but it has a relatively great width, or projection, or both. 

The Sarvatobhadra is the one hundred and first, the temple of temples of the 
‘Visnudharmottara’ ; the description of 100 temples precedes it. Sum total of the 
groups that had gone to its making, it is closely allied in plan to temples 
in Kashmir (Avantisvami Temple) and Mysore (Kesava T., Somnathpur).“ The 
Alamkaras or adornments of its superstructure however, the Amalakas, Gavaksas, 
Jalas, etc., are not seen on the temples of Mysore and, excepting the Amalaka and 
a modification of the Gavaksa, thej^ are absent from the temples of Kashmir. 
Where in reality the Sarvatobhadra of the ‘Visnudharmottara’ was built and when, 
cannot be said as yet. 


THE ICONOGRAPHY OP THE TEMPERS OP THE VISNUDHARMOTTARA 


The iconography of the Visnu temple Sarvatobhadra is given by its plan. In 
the main Garbhagrha, facing the main directions, are the four aspects of Visnu ; 
their 8 Saktis are assigned to the Garbhagrhas at the corners of the main 
Garbhagrha. Four of the Avatars of Visnu occupy the small temples in the corners 
of the Jagati. 24 gods are stationed in the cloister. Two groups of them are given : 
the one, headed by Garuda comprises the weapon-divinities or Ayudhapurusas of 
the respective forms of Visnu. Ananta, Makara, and the Kaustubha Jewel are also 
amongst these gods. The other series of divinities does not comprise the properties 
and faculties of Visnu but surrounds his presence with all the powers of knowledge 
embodied, from the Gayatrl and the Four Vedas, to Samkhya and Yoga, Pancaratra 
and Pasupata, and includes the 5 Mahabhutas. 

In the 8 small shrines below the high platform, at the side of the steps are the 
Pratiharas, the door keepers of Visnu, or the 8 Planets are installed there or the 


Amongst the Caufisath Yogini types of temples, the one in Mitavli, Gwalior, c. nth. 
century (ASIAR. 1915-16, Pt. I. p. 18) consisting of 65 ( !) cells in its round enclosure and a 
circular central temple having a Mandapa, would correspond to the Sarvatobhadra more 
closely than the other hypaethral temples of this kind. 
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Guardians of the eight regions. The V. Dh. gives preference to the Pratiharas for 
“they are the Dikpalas and Planets” (PXXXVII. 37). A similar identification, 
that of the stars and the Pada-devatas of the Vastumandala is also given in the 
V. Dh. (p. 32). The gods of the Vastumandala have their images or those of their’ 
lieutenants set up in the temple, at their proper place. The re-duction of the 
iconography of this Visnu temple to that of the Vastupurusamandala may he seen 
not only in the presence of the 8 Dikpalas or their substitutes but also in the 
number of the divinities which, counting the 4 central images as aspects of the 
one Visnu— is 45, the number of the Vedic gods of the Vastumandala. “ 

Any temple, however, of any shape, planned according to the Vastumandala, 
incorporates in its shrines and innermost sanctuaries, — or in its walls around the 
one and only Garbhagrha — ^the eight directions of _ space and their presiding 
principles; it is a place of manifestation of the various forms of the eightfold 
principle such as the Asta-murti of Siva, in the temple Kamala. 

Equally significant however with this reduction of a specific iconography, and 
its architectural plan to that of the underlying Vasturaanclala, are specific shapes 
of temples which belong to definite divinities. The Siva temples, housing a Einga 
(the fifth group of temples) are foremost amongst them. Nonetheless, the second 
group, the Srnga temples, small square shrines having a peaked I'oof were also 
Einga shrines (verse 19), though not exclusively as thev’' could be dedicated also 
to all the other gods (verse 17). 

The Valabhi temples, on the other hand, had a more spacious interior, those 
forming the sixth group were supported by pillars, and had an open front. The 
temple Valabhi itself, thrice as long as it was wide, had three Amalakas on its 
roof. They were made to correspond to the presence of a ternary of gods in the 
interior; Brahma, Visnu and Siva, or Visnu, between Sun and Moon, were thus 
installed. The Valabhi building, however, by its very shape, is accommodating; 
more than a ternary of images or also but one image can be housed there. Thus 
other Valabhi temples are described as housing groups of gods, the Mothers, 
Planets, Stars, all the 12 Suns, 11 Rudras, 8 Vasus, 8 Dikpalas, etc. The Valabhi 
temples were adjustments of actual houses or of halls (sabha) ; they left no lasting 
mark on the Hindu temple. Their roof however, as it were, was lifted from them 
and raised to the third, fourth and twelfth storey on the temples of group seven ; 
this position the Valabhi holds to this day also on South Indian Gopuras. 

A specific shape of the temple, as closely connected with the shape and name 
^ its deity as are the Einga temples, is the temple Garuda. It resembles the bird 
Garu^a having two wings : these have the shape of attached simnes ; the main 
building of the temple forms the body of Garuda, the Sun-bird, who carries Surya, 
the Sun. The temple here has the shape of the Vahana and thus is similar in its 
function of conveying divinity to those temples which were built in the likeness 
of the chanots of the gods. 

T 4 - • Garuda houses the image of Surya, in the central building, 

is nanked in the lateral shrines by Danda and Pingala or by Saturn and Yama 


Garbhamandira and its lateral Himavan shrines. 
Valabhi, cf. also S.S. XEIX. 133-34. 
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or by Kesava (Visnu) and Siva. This is its primary destination. In it however 
other gods too were enshrined and their ‘lateral’ divinities. They are : Candra the 
Moon^Kama, Indra, Yama, Varuna and Kuvera. They are connected with and 

Garuda himself, the Bird form and Vahana of 

he is flanked by 

substituted not only by gods of the family of the 
;ods, Brahma, Siva or Vasudeva and their 


jLVJLUVXi.5 j , 7 

thus are substituted for Surya 

the Sun, has also his image enshrined as the main divinity 
Kasyapa and Vinata. 

Surya and his attendants are 

Sun but by one of the three great g< . , , 

lateral divinities. Vasudeva may be accompanied by Rudra (Siva) and Brahma 
or also by Garuda and Ananta or also by Garuda and Aruna, the Vahana and the 
Charioteer of Surya. 

To whichever god the temple Garuda is dedicated, it is a temple of Surya 
who shines in all these images. Dharma in the main temple and Artha and Kama 
in its wings may also be worshipped in this temple the purpose of whose construction 
like that of any temple is to attain Moksa (‘Visvakarmaprakasa’, VI. 10). 

The relation of the shape of the temples and their dedication at the age of the 
‘Visnudharmottara’, — at a date from the seventh century but prior to the 
‘Saniaranganasutradhara’, are manifold. Specific shapes of the temple were dedi- 
cated to specific gods : the Siva Linga temples of the fifth group and the Laksmi 
shrine Grha of the seventh group. Shapes specifically designed for a particular 
god were also used for other deities : the temple Garuda. House or hall shapes 
were used as places of image worship : the ‘sabha’ -shaped temples of group three 
and the sixth group. The temples were laid out in conformity with the Vastu- 
purusamandala and were thus suited for dedication to one particular deity and his 
aspects : the Visnu temple Sarvatobhadra, or to different gods and their aspects : 


The ‘Visvakarmaprakasa’ does not include these names in its enumeration but adds 
the description of Valabhicchanda and Srivrksa (VI. go and 106). Grha and Valabhicchanda 
are temples of the Goddess, also' in the V.Dh., either of them is dedicated to I,ak§mi ; 
Valabhicchanda is also dedicated to Durga as well as to Brahma, Vi§nu, Siva, etc., etc. 
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(‘samskara’, in wkick are comprised the schools of architecture and the influence' 
that acted on them) and on account of the differences in shaj^e and name there exis 
many different Prasadas of the Gods”/'* 


THE POSITION OE THE VISNUDHARMOTTARA IN VASTUSASTRA 


of the tefflXfS oT-o 4 dedication is wider even than that for the orientation 

of the texte-t£' 'A^'i principles of the latter are recognizable in most 

‘Vis'vakaman-Sa^a'^^VTf “ agreement with S.S. and I.P.— , the 

so^rSrS; vis,,; and the ‘Matsya Purana’, CCLXX. 31-4, amongst tlie earlv 

l°owS ?s fn W i m 1*^ North-East and Srinivasa (Laksmi) to the West. Naiidin 

eSSLv f- ^^^ese texts treat of Siva temnles 

exclusively, tne usual position of Siva is ceded to V 

by Ivak§mL 

A names of the eighteen Precep 

Atri : Samurtarcanadhikarana’ or ^Atreva ^aii 
‘Visvakarmaprakasa’; c£. also M 
(Visvabharati Library, Shantiniketan ; cf. Ph N 

^“eSb. Aclu 

Maya : ‘Mayamata’, etc. cf Acharya, op. cit. 

Narada : Vastuvidhana ’ , ‘N aradasilpasastra’ (j 
bukra: ‘Sukramtisara’. 

The names moreover of the following precepi 
fetsyapura^a are referred to in extant VastusaJr 

treatises are based : 

Bhr^: ‘HayaSr§apancaratra’, I. 3.4. 

Atri (Atreya) ; ‘Agni Pnra^ia’; ‘Bphat Saiphita' 


Commentary 



and also the earliei- chapters of the ‘Agnipurana’ (XXXIX f). They begin with 
the words : “Hayagriva said.” 

The ‘Visvakarmaprakasa’ thus represents two traditions, the one (1. 3-4), 
oi-iginated in Siva and transmitted to Parasara, Brhadratha, Visvakarman and to 
his pupil, who compiled the V.P., and the other (XIII, 108 f), originated in 
Brahma and imparted to Garga who transmitted the knowledge to Parasara. 

Within the second tradition is, in the main, Varahamihira’s summary in the 
‘Brhat Sarnhita’. His account is based on Garga (LV. 31), but also on Manu. 

To Manu, in the ‘Matsyapurana’ the science was imparted by Visnu ; it is in 
almost complete agreement with the ‘Visvakarmaprakasa’ and, though uttered by 
Visnu pertains exclusively to Siva temples. 

The manifold interconnections within these texts are shown as much by their 
statements as by the names of those to whom they are attributed. 

In the ‘Visnudharmottara’, HI, chapters LXXXVI-VIII, it is Markandeya, 
who instructs King Vajra in the science o£ architecture/® Markandeya, 
according to the Tlayasirsapancaratra' I. 1-7, had received the science* from 
Bhrgu to whom it had been transmitted by Mahesvara (Siva). Mahesvara had 
received it from Brahma, and Brahma from Visnu as Hayasirsa. 


Vasistha: Br. S. Comm.; 'Agni Purana'; 'Devi Purariab LXXII. 1-4. 

Visvakarman : 'Brhat Samliitab 'Agni Puranah 
Maya : 'Brhat Sarnhita ; Isanasivagurudevapaddhatib 
Narada : 'Agni Purana*; 'Manasara*. 

Nagnajit : 'Brhat Samhitab* 'Citralaksanah 
Nandisa (Nandin) : Br. S. Comm. 

Siikra : Br. S. Comm. ; 'Naradasilpasastrah 

Brhaspati ; Br. S. Comm. ; 'Naradasilpasastrah 'Devi Purana’; 'Manasarah 

In addition to the eighteen Preceptors of the 'Matsya Puranab the 'Agni Puranab 
XXXIX. 1-6, gives the names of 25 Tantras amongst which six of the names of the 'Matsya- 
piirana' are included as 'authors’ and also the 'HayaOTsapaiicaratra’ as 'HayaOTvSa-tantrah 
The 25 Tantras, most of which are known as yet by their names only, appear to 
have belonged to. Madhyadesa (A.P. XXXIX. 6.). 

Of the many preceptors and authorities whose names are not included in the "Eighteen”, 
the following have been referred to in the present context : 

Parasara : 'Visvakarmaprakasa’; Br. S. Comm, ; 'Manu§yalayacandrikah 
Markarideya : 'Markancleya-vastusastra’, cf. Ph. N. Bose, 'Principles of Indian Silpasastra’, 
(Punjab Oriental Series, vol. XII. p. 12). Two works by Markandeya are referred to in the 
'Manu§yalayacandrika’, I. 7-9. 

Aparajita, a mind-born son of Visvakarman : 'Samaranganasutradhara’ II. I. The 
'Aparajitaprccha’, 'Aparajitaprabha’ and the ‘Aj^arajitasutra’ of the 'Brhacchilpasastra’ bear 
his name. Marici, the author of the 'Vaikhanasagama’ is referred to in the 'Naradasilpasastrah 
Further-authorities referred to in the Commentary of the 'Brhat Sarnhita’ include Kasyapa 
to wdiom might be traced back the prototype of the 'Kasyapa^ilpa’ . 

Sri Kumara, the author of the 'Silparatna’ may have his place in the tradition as a 
successor of the Preceptor Kumara (Svamikarttika) of the 'Matsyapurapah 

In part II. ch. XXIX, Puskara (Siva?) instructs Bhargava Rama. 'Pau§kara’ is one 
of the 25 Tantras of the 'Agnipurana’, XXXTX. It is not known to which dynasty King 
Vajra belonged. If the name Brhadratha, in the 'Visvakarmaprakasa’ could be taken to refer 
to the last Maiirya King of that name, the 'Visvakarmaprakasa’ would thereby show its 
teaching established in Eastern India before 184 B.C. 



The continuity of the tradition is given not only by the contents but frequently 
of the ^astras and those who compiled them. The ‘Visvakarma- 
the work of a disciple of Visvakarnia. Originally, the 
that of the working aspecj; of the Supreme Principle, Brahma 
Thus Visvakarma is a proper name not only of a great 
is descended from Visvakarma. Correspondingly, the 


also by the names 
prakasa’ for example is 
name Visvakarma is 
being its thinking aspect 

architect, but every Sthapati , ,, - w.. 

other three classes of craftsmen are born of Maya, Tvastr and Manu, respectively, 
these four archetypal workers having originated from the four faces of Visvakarma. 
{‘Manasara’, II). Thus is undone ontologically the fall of the architect and the 
craftsmen (those who are Vaisyas and Sudras, cf. ‘Samarahganasutradhara’ VII. 
14-17) as narrated in the ‘Brahmavaivarta Purana’. 

The wealth and contingencies which time, place and the ethnical carriers have 
brought to the structure of the temple are comprehended in Vastusastra. Their 
minutiae are measured against abiding principles. All the time the architect 
carries within him the knowledge and responsibilit^y of his descent which is 
confirmed, — or of his fall — which is redeemed, by his work which implies a realisa- 
tion of its origin and purpose. 
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fW% 3 ?i^i 5 tiT « ir^g ^ 15 T 5 tIc^ I 
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^ ?iR#rfi 5%Df u^dii 
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5IW llSTire ^IlfefKipqi^l 
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i^mT'or 51^ sn^ ir?ii 

%f|qiT ^(^1 TOiq ^rw»r: i 
^rwrfi^i ftrsi#! iRRll 

SRKlJ^lTl ni^ ^o |i: 1 

fl^ ffljfelT|W'^‘ 5 STFH: I 
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^ 3fT^ ^STf '?T^ 'TT^Tf#iqilJ^ I 

^ srfismrg iij,n 

^ TORT fi«T?n: i 

^[2^ TOi^OT g 

=qgs#if s^^wf I 

iRR^' 'TItoI T[?TTIT IN! 

IF*^ 5tiRTfH?=tf feFsft® TO I 

args^ fqg: (q^u) ^ ^?u?n ii^u 

«ft3^s § fid^ TO cfsn 1 

fTO ft^IRTTEcSfl^??- Han 11^11 
«?4>WffH ^ q% fF-TcIJ!: 1 

gsaiT ?rTO3^TUlTTO5n3;l|^oll 

^iTTTSHaT ^sai ^T^snfTOM: I 
|5rT5!^ 3|0S7 <T5TTTfa^ HUH 

35HI: J^raRan^ TOTTWl^ar^ I 
q|f ^ ^TT'san \ IIRII 

^ansTTn HTrra>'ar ^ifrorH f5WTO% i 
^^fart sdi'i Rn^%HfrRT% iiij^ii 
^flpr^an fe^it f^??jTfa^aTTf^fen?{% l 
srTRan fed f%a=?imwtT?dfa:^ feat: II ^^11 
fiaRHT?^rtg TO %fe ai??r; U^£(l! 
fiapC^aitfe V nfe ftaTa^"!?^ I 
:ht[ 5 ET% to S<J 5f% 11? Ill 

from: i ' 

«^^ir?(TTft5ai gHRand TO srar: ll?«>il 
U ffn auaid^ ^T^fwr^ ^;^ss2nar: ii 


?R a^TOi;^ I 

^s^TOTtffHaTO^ 1 RJ(1 1 
3r?aiRR TOTO I 

tTHRrI ai?H' ^ ^ nrai^ IRlIl 

?^d2>^: ^ '^Tfar 1 

Wsar^ JTTOanaTcr: IR^sU 
StN^ 4?!TH?iaTtTTJn'^,?5( I 

arsTOar ar srTnT«5[‘ sT^fe^rq; i R.<;i i 

4?fer ?T4^f3 ?| TO4 1 a:f)Eara: 1R5.I1 

^4iai ?VS gutHsai fearerarfelW^: ?<i I 

H^xp[TH TOH W irafe# ll?‘'ll 

^ 5RTac 5WI arHEgar: 

^pckapg fear^aiJ^aerq^ I 
a:iTO* 

feqrai^ pars^ssr? \w^\\ 

^ arM^ WE^fP^ari^ an?g=4^3^4fef4Hfir 
II STgafrssHTar; II 


TOcIRTOTOff 4T?p3Rai ^4313; 1 
q^OT TOTO ir?Ji'' ^TTOffe R ll?l| 

fea:: fe?3T TOE '4 ?TtH =4 qifro IRII 
3T5t ? sn# “H ptWJTO^^I 

37411 =4 4T| =4 11^11 


HI TSf-l ?? I t»l HI siniciw: I ' 

?» I IroraTH H I f«I44l4fi(|74t3 | \ | 44 1 a, 1 1 

« I 1l«rtiT^«r I 

•o 




w m 

n m ii 



A Ms. of the ‘HayaSr§apancarMra’ is in the Library of the Varcndra Research Society 
Rajshahi. The Ms. has not been published ; certain chapters however have been printed 
(I—XIV). Ch. XIII is copied from the printed portion of the text and follows the numeration 
of 


^ 3?r: ii^^oii 

g 5TT3TTff l!^r<li 

=^f>!TtTt^ =^f?raq^l 

5ffT?TT f|:3ofr=5^ g«r: 

e5P3T^5r^%»TT I 

gPinSST^nTO 'TR^: 

^ 5RTJT I 

W ^ WVi'^W 

%€iTT STil ?J5Ig^ § I 

fsqfrj^qTflff^ 11^9. J(ll 


JTWTR Wl ^ 




^ra3T?IFL5T5[^F?TT^ Tfl^cRSTT^ §?:T5I: I 
gsn Sn^Jf^TWn^ ^^§1^:?T?J=rPTT^ ll^-^vsll 

TiTW srfgrrRn WT Jrnn^?TT5c Jgg li^^^ii 


5ri%5TFTT: sRnoRi sm i 

iRTlTRim f^TfW: 

f^rf^^FTWinW 7 , '3=?^t 4 g I 

fiTf%^l4 » rf^ipT g5?: ll^Roll 

g gz^oi gpHpji I 

STSTTWR Tldw g ^JT: I 

5n i®?if5sraHT g ffnrogi 
^siNdW 

%^n:T4 ff ?^Tfw ^t 1% f^f^rrra^ i 

^ fvrrra^i 1^5.5^11 

%?3?j3Tt4«nJiRsi 1%^ ttsr I 

1 

srq^ ^ cfsrr to ^rwrq^g 
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^ ^xm 1 ^ 5 1 

^iTfss^ft^ 3 IIWH. ? 5 rfe^'^ \ i 

STCPT g =^g®rf’!jT ^pJigSI'^’J^ 1 

3 ^ fif5crf^Ht<Tirr|«ft' ii^^oii 

^ fefcn ^ 

o^rr f^^: HT g ^srMWT ?i% 5T g i 

I^^^rnsf flRlM ^ I 

?jop^f[5p' ^oei[»^ afRT 3?»^ »l 't>K'4<J 

fir^g^sreW : m ^i??n% 5 ii^ i 
srrar^ h^^vii 

q^^T^cRq' g 'Afi^i 

gwra %pr: sj^gsTT 1 

i 5 #t ll^mi 

» ^ » =q iff 4 ^ 1 

; ^?io5n vniRiRT g 
; gsni^4 in|?5[‘ g i 

;:; *^fif g 'T^vftfrraq' 

; i i 4 


fluffs srflwwR ^ 

?rcrTOi^«it g g 11^5^011 
R 5 fNrt sik^ IsngfWi i 

sn^^ g 'R' li^y^il 

^t?r s^sr WR 55 IT ^rT^^«rTR\ i 

g 

?sn^* g =^ I 

g w^ ?rr?TO^ ¥j|g ii^y^ii 
^#rEErmg^‘ qfecr^^g i 

fTIRTR^Kg^R^f^sn^ Jl^^'g I 

REEnfTRt WRRP?; I1^5^J(11 

q^*THT^f¥^oqR€ : gR: I 

5T^ =RrTS^ ^ ^ ^30^ ^rsTT ii^y^ii 
gf^TE^iRT m ? 5 ng 3 n^ wsraq; i 
?n^fF^R^: 5 rreiTf^/onR^ ! ii^y^ii 

TORPiit' fItHWTT w ii^v«:a 

^4^rcl\ f»I54' ‘^g'tdw H^^q^g 1 

g g ! II^J^^II 

srrRTgw w ^^Ficreg^fT i 

gsJil^ q;F?lf ?gF^TOgHT ll^J(olI 


: mm 


k 1 ?sntsTOEn g » 
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;?Finc 5 t 1%^ 

imrc ^ ??iTTrJTtsf^% ii^ii 

?;T5r^ 5T^ ^ JEFfrai^. l 

^ ^mr' 5=T?^T5rtsi%% iij^ii 

^ srfT %mi iT^i 

3?^?§:T?I3^0TTg^: f»=»T^33^^li:(ll 
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3r?$: St^fk#: \ ii||| 

fgrfk^ q^¥r»?f^5rfk^f«r JETRfk: i 
^ngwT ^ 5^ INI 

f^rfk^nw' ^FrlK: sr^^: 1%^ I 

M INI 


’ETTRcFW qw ?rm5rirf% «> i 

ldaT?R5F«TTO«35?5^T: ll^^>J| 

?raw¥rT?5r^4^ i 

TTH^r^ki? »T^5WT<jnT^jnkq^ij ii^vii 
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§^RTkra?n grB* qp^V: srs^ 5#[ ll^ll 


w?[rki5 ?rsn?Tt4 ^ ttpt^iiijoii 

id [d] ^^■?fF^ci?¥rf¥r%g5?ra'JTf^q^ t 

SffK^rqRST J|fs4 ^Tt^'flSJT^IJ^q:^ 1 1 1 1 


qsRT^rft^^ 5RH srw^i»=TrcUTiRoii 
kr^r! wiferd \\ wTf[qti®^i 

stkiwt mfe^nk^q^iR^ir 

351517 err JT crW^: : 'ifdRgSSq;^ I 

IRRII 


Copied from a manuscript in the Government Sanskrit College Library, Calcutta, which 
is a copy of the manuscript No. D.5421 of Government Oriental Manuscripts Library, Madras. 
I \ I ^ r ??555[^ I ^ I I ^ \ I k 1 
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fg:^ \\ WT ^ i 
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|q^nf^ m vmn iW'^w 
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TD^ITSI^^ H^^ii 
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IR|li 
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I R<il 1 
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?n^T^ 11R5.II 


aw fRT fsR^: T^^afnaWFE HVoH 

3 THT^^ ?rRwfer?f% arriRW § i 

^§: R^aTTalaffe R 5 ^ f%W.?{T.ll«Rll 


gsTT fg: l^flWRaTFTan^^ ! 

ft«n 'TOg® f?I%iapi.il^!^U 

iRStRT aRTSTf^iatRr^ 1 

f^TTR RiaftlT g 5#RI?HRaTFI^ ll^RU 

an m fy=R^ar 4 ann ll^^ll 
% wmi asarraT ^anarai 1 
^if%Min m nraRT^ 11 ^ 5^11 
3Tf%d^n fstwranw i 


an^ ^ Rt %n^T nyj(ll 
fer^apn awf^RI^: 1 
iwatf WlTl^ I fssftRTirT: liy^ll 
R^rsracJRT g aiai?^W5?I|:n: i 
anaid^* WT^fe#' 5jr^rit?RiIR«' list's!! 

g aREr 4 g#iar 1 

ai«rrajif wi n 5 :r®r‘ r^: ^ ^ ii 5 ?^ii 
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m: ^T ^o I 

5cfg'Ti^fTlt^irg JJWT \\ i\k\\\ 

qjfqg' Ji^r^i^fTT 

q^TT^TScn: q^i5[T^r^i^f%^t: ||J(^1I 

^ i§3r^ Vi 1 

q'^vrTJT? i^k f5?Fnf^: llk^H 
srgP?r5 ^vTf*^^f^^*t i 

=^rfqr !1J(5(H 

JfFI^ ?W|5EcrT ^ffrsT^ I 

•jwkrrftan^ \\k\\\ 

^thc jfTTt ^c iHR«t5aTO% iik^n 

inrrt JTTIT ?TRT#s^ I 

lii^n 

sn^ ’^fN’R HJ(B.I1 

C3 

^5r?5TFRfew § ?rhw>w: q^ § l 
qrftoiTl 3|^^%w§f»T: ll|<>ll 

ITftri 5ft^* ^ftifpcisrginiTsnii I 

fRRsrf ?T 3^ ^rPqq^ ^5!g!^^!qRq5w^^ li|?H 
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^ ?Ta5R 1 

iT ^TT ai^i?n?5r2r?5i?r; iit^n 
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qniTl5i?q‘ ? ?s3r ?ra^ fs^gt^ ^ i 
^^2'^qref^Tf?: 5?o ?n#ciqjTf?'OT ii|2(ii 
spqMfq'^'ltJT g sqsjt g froTs^ir l 
ar^ ^ mgqnfirsEn ii|£^n 

srsT^5[i% 5^" I 

"igsrct^^ \\\^\\ 

kE\ g 5rg¥rTgt^q;iT i 

?qT^?rKr«r 5?^ ii^<:ii 
fefFTWwft S3n?r: 'j3ii^[fti§^^ m \ 
cr^pg^sgvrFf g '^qwftqwq^l|f,ail 

^r«g*rT?l g gpi1^ ms«rtftfeq;T ii«ioti 
f^5p*r %£( 5?Ti^frs55R?}Tsgir%3t 
5?TWfwm?T |AS^<l| 

ftii^ fq^^Tsns^m^q sn i 

?i^^^mrrgT 5iFif^qTT5r?w g iivsRii 

qqt ^iTntfe^'' g a^ q;f«r5iT 1w i 

g^'^T iivs^u 

fei'S^TRngffTiT^ 5TfJT^%5IT 1 

Ti^ferqg*if>Tr ftjrfqJEtrReg^ir 5j<: i^sifii 
?I55qi^??n^%Si:T qT ttcIT 1 

llvs2(H 
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Q|?i ff^TTUV fef g ll-sln 

ITHnlsfT H«rT 1 

'fifsto’^n g iivsvsii 




<r«rr STTHT? q? wrrfi'ssfifq ^ 

:0#3?BW^^SgTO¥rT4^T?Tf^i?^^ W'S^W 
f^^niESRoftc^q': 5T?crdsgTO^lH^: I 
fejTTU Ru?rrt^ 1 1<; o II 

sprig. Siftr# l 

srrfiis i(\ 4te’ g Hqig^g I 
m% wirfwH: ii<:^ii 

¥niwi^ us sft^’ ?5rTSTf5[r S{\ g to u%g i 

tosRiU '^)i ^fii^ <Tft^i%?iU H^5^H 
ST^Sflt?! SHqto f^UTUUT^P I 
fto: 'TT? ^'TT^: sftofU: ll<;j(l| 
q^ usfucfaB* =ugi¥i toulgi 
^UTUSEg^l^ [i] grfiR uig \\6\\\ 
HTwf%Ugsc qi touH: I 
WTTg: JPEcH:: srtu; q%H l^yill 

%i5f^ fU UTT^ U|fq^ VTig I 

uiq^fu^ui* g qft^^cru ii<:^:n 


^rug* m fqug’ ^rr g wr i 

to^f j UT qjTU ?r4# m n^^U 

m i 

Uutoisl^ UF? ?UiWTqot n^o„ 
wk ^ qiifei''' grftlsfq i 
TO^ 5(14 g qft^^q^g 1 1^ ^1 1 

iri u i 

UTU\ grfql '<?T#U 14^ ^erto UHT: ii^qii 
i 3qrfUT5xgfqqu?u war* utut uig i 
gstnfeigRi ftf urTs'sEr^ qf?:^tou 1 m 
J(J( H?uTTroqr‘ 5r4fu?tg i 
=qgx:?mi«ri?a ufit qtof^^ig ii^vil 
srsT^ =51 ^ HfffiuTU^ =u 1 

uk' ? grfinfiTcfUi* & q-Hsf k}s qto^?igll^s.il 
fUlrTTUU 5W‘ l4 1 

5Tto??qto4[Sfq UTTOfgq^^^Sn tl^F^ll 
qito ugsFaraifq q5Ku% i 
inui: 'pi uTuqT5iuu%Hu iia^i i 

^ TO%‘' =q ^^n8.<ill 
qg t^xiiuuuuFuu i 

^rpqrqsq^ S^gT^UUUT^X U" iis^y i 
sto?q^l%gTftogUTUHU?5U3Ig I 
^UTU gq;to =q 54^* uug ll^ooii 

qnEq^isT mi srk# s4?qsa: i 
wnu u^cH^uTPjflu f^tooT =q ii!?o?ii 




tm ^Tm^f5!W s fe^r^rw. u^o'^n 
^sr^TTr^^itpfr iT u^o^u 

^^•#fT?TTJ^T f ^®TT |o 
^rjTTS^fcTvrF^tq-w# 

?ra5[T57W^: I 

jpaii 2i%5iT^3 l!^oJ(n 

■ .. ■:Q\ ■ C\ 

ST^ I 

^fm^nc^i^tf-i^crR:: 5r^5q^i!!5o|u 

^g^f^sn?nl?^raTtrr 

?r^''T: 5^ ll^ovsll 

sr«r5rTS'<;r553RT % 5^*nTra: ii9o<'ii 

^ W WT ? I^Hg^g5[^4 ft 1 

srspftT^nT 11 ^ 05.11 

Ia^^=45n!?fr=5=^f5f^^ i 

VTT5!T?ri5RHSftS?cWg*n?: 5I«S'<f: ll^^oll 

^cftsTHorii^l ?:f ir: iR ! 

g:T^?rtw4?iT^T^5?ftn mm ^i4ci: \\m\ 
vTT^^sit ^rwftr 

s^rr^ ftiswTTt ^ ^arnr 1^ 

g:?5| «.5? ^ I 

!En5[^5pfeW 5 ftvTFTl-^F^ I 

?I3n 'f^ 5 ’Tft 5?IT?JTHRl?r* WVi'^W 

arvrs:' 5rf«^ 'fts i 

JTFft Ir^ ^fl5#'sft WCJ3^ 


^TWTFqf* 'fttSgftg* srftirT?^^pTt??ri- I 
f ^Rttr srffrm i 

=^saj:^ ^ I'f 1^^5!??c(ds?5Rff ll^^'sU 
5i^d??^i:|fTf<ff srftin^n ft 1 
snn^ irfirl ll?!{<:n 

gsn?5!nR srssrrs^rRwni: 1 
TTsra xfHr ^ ftm iin^i 
5 E«TR% ^ftR ^T 3 ra 1 

§ 5ft5Rf|5i 

I ftJTR 1^: I 

m^ sn RTRToiT % Rina^r" 5 U jrw ir<^tii 
sn^ ^ qjft enft ^T5r«TTliT% I 

#st 6‘ sdRsrftsgftg wf \\v<^\ 

q^^iiRfRrasrf in^rft 
;3=gft 5rTJi5C i^f5T^l9:n5ft^ i 

srfir^ wi t#sft m tl^^vil 
«rTft 1 

tigr \6 wrt^’si^rRsn 1 
qWTJ^fsT RSlffoT ^TfiRTfSl ft 

l!^5VSl| 

an§r m 5gngi(^T)qcn^ ^ 1 

?T(^)^^TE3r5T^ u^^yi 
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q^3?3j g^n%5!^BiE_i 


W5?rfr<^^ vso ^ ! 

^ HTT ffN" m W M ll^^oll 
ffegg: fm: 5rTHrKai%^ Wl ! 

? )5T^ ?r«iT !?T#^ ^r^iRnj, 

ST wiR ^^SPm 3|1W: 

Smi ?i>45# =^§^^37#^ i 
gT5oq1 sTTsr ?rT sfiJUTKi^ ir<^^n 

^fNnr |oti 4 fsrf^rn^ i 

sfmiR-Hs^j^sPJrg ?r«n ^ ii^^ya 

5fSrTf^^T^5«(i fesRTJItJT I 

W fssn: 1 

^gT«nJT?i!TT?^T ? n^^ll 
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Blil§ma, 407 

Bliitargaon, L-, loi, 148. 149. iS5. 238 
Bhitti, A., 145, 229, 232A, 23S, 420 
Bhoga, 347 
Bhogya, 341 
Blioja, 13 
Bliokta, 341 
Bhopal, 168, 170 
Bhraina(na), A., 146, 168, 232 A 
Bhrainani, A., 229, 246, 273 
Bliramanti, A., 199 
Bhrgu, 75, 76, 77, 79, I4r, 424, 425 
Bhriigaraja, 32, 56, 93, 234 
Blir&, 32, 56, 92, 234 
Bliuchaya, 325 
Blividhara, G., P., 143, 278 
Bhnjaga, 32, 33, 94 
Bluijaya, P., 281 
Bhulesvar T., 341 
Bhuniara, L,., 199, 200, 272 
Bhuini, G., A., 13, 15, 16, 21, 67, 127, 146, 
147, 162, 166, iSo, 1S2, 188, 191, 192, 
19s, 197, 201, 202, 205, 206, 222, 391, 
392, 404, 414, 416, 420 
Bhumija, P., 2S2, 389 
Bhutnika, 412 
Bhumukha, P., 278 
Bhugana, P., 278 

Bhuta, 21, 59, 73, 75, 79, 81, 82, 84, 334, 356, 

39S 

Bhuti, P., 278 
Bhuvana, P., 378 
Bhuvanesvar, L., 184, 208, 290 
Bhaskaresvar T., 173, 192 
Brahinesvar T., 200, 2or, 216 
Citraguptesvar T., 216 
Bingaraja T., 148, 173, 192, 205, 214, 216, 
314, 337 

Markan^eyesvar T., 173 
Megliesvar T., 173, 192 
Muktesvar T., 201, 324, 328, 336 
Papanasinl T., 173 

Parasuramesvar T., 192, 244. 254, 318, 320 
Rajarani T., loi, 212 
Uttaresvar T., 192, 254 


Vaital deul (KapalinI) T., 150, 182, 390 
Vyoinakesvar T., 314 
Bhuvanesvari, 339 
Bhuvangana, A., 314 
Bibhatsa (rasa), 308 
Bihar, B., 148, 155, 158, 192, 323, 387 
Bija, 128, 137, 359 

-puraka, G., A., 136, 221, 245 
-svara. A., 221, 366, 372 
Bilesvara, Kathiawar, B., 192 
Bilva, 355 

Bindu, 47, 128, 137, 176, 179, 353 
Bira Devaru, T., 152 

Bodh-gaya, B-, 139, 140, 148, 149, i55, 184, 
190, 193, 223, 323 
Bodhi-tree temple, 220 
Bodhika, A., 353 
Boma, 325 
Borani, B., 148 
Boraqi Deo T., Cliapri, 173 
Brahma, 5, ii, 13, 32, 34, 36, 37, 40, 42, 44, 
46, 49, 53, 58-61, 73, 74, 76, 81-83, 
89, 90, 95, 96, 112, 141, 153, 173, 179, 
201, 233, 234, 236, 261, 275, 278, 280, 
281, 287, 289, 304, 309, 327, 339, 356, 
360, 373, 399, 402, 422-426 
-bhaga, 232 
“dvarapala^ 313 
-mandira, 278 
-sila, 108, 109 

-sthana, 6, 48, 53, 56, 58, 61, 63, 79, 85, 
89, 93, 95, 96, ro2, 103, 127, 128, 138, 
164, 165, 227, 235, 361, 399 
Brahmajnana, 347 

Brahman, 12, 13, 36, 44, 48, 51, 59, 67, 79, 
117-119, 137, 179, 196, 204, 280, 288, 

328, 332, 338, 339, 344, 349, 354, 355 
Brahmana, 14, 15, 41, 42, 46, 71, 85, 106, 113, 
114, 127, 143, 170, 261, 337 
Brahmanabad, L., 149 
Brahmanda, 354 
Brahmapura, 89, 163, 164, 2S8 
Brahmarandhra, 196, 359 
Brahma&mbhu, 59, 81 
Brhadisvara T., Tanjore, 187, 203, 294, 324 
Brhadratha, 425 
Brhaspati, 34, 141, 289, 425 
Brhatk§ata, 32, 56 


INDEX 


Buddha, i6, 43, 53. 189, 233. 234 . 309 , 334 . 346 

-ayatana, 148 

BiKldhi, 332 

Biiddliist, : .71 ' .102,. 1.1,3, , i i 8 ,V'i 42 , / i 45 f ' ^'6^ I 70 » 
iSo, 1S2, 183, 197, 198, 277, 278, 284, 
■'...■.307,'34^i.",354,".355. 3S7 ' 

:Bild'li.a,.:''38 

Bndirgliar, A., 159, 319 
Bmidafla,'oMajputaiia,' / 

Biindelkhand , 365 
Bn rd wail, B., 298, 199 
Bnrnna, B., 169, 277 
Byzaiitiney^: 311 

C 

Caitya, A., T14, 138, 142, 148, 168, 182, iQO- 
192, 234, 275, 3x9 

-PrasMa, 148 

Cakra, 31, 42, 47 - 49 . 50 , 5i. 72 , 221, 278, 351, 

403. 419 

Cakravartin, 42 
Gala (asana), 159 
Calcutta, 199 

Calukya, loi, 121, 173» 2.86, 287, 290-292, 333 
Cam, 279 

Cambodia, L., 171 , 279, 322 
Camiujida, 234, 341, 384 
Camut.idi, 234, 384, 398 
Canda, 300 
Cai;idasiva, 403 
Candala, 235? 

Caiidella, 333» 337, 386-388, 399 
Ca^idi (ka), 234, 275 
Candimau, L., 323 
Candpur, L., 166, 169, 397, 39S 
Candra, 56, 423 

Candra-sala, A., 158, 270A, 274, 413 
Candra valokana, A., 375, 395, 420 
Candra vatf, B.,, 3 ' 3 ^ 5 , 399 
Candrika, 221, 245, 367, 420 
Candrodaya, P., 281 
Cara-Vastii, A., 63, 90 
CarakI, 32, 95 , 

Caraiia, A., 258, 268, 356 
Cant, P., 281 
Caruka, P., 278 


Cattara Reyadi Ovajja, 143 
Caturasra, A., P., 262, 263, 270A, 272, 274 » 
>78, ■ 4 tS;' 

-ko§tha, A., 278 . 

Caturbhiija T., Khajuralio, 365 
Gaturinukha, P., 281, 283 
Catu§kaka, P., 41S 
■Gatti#ika, A,, 217, 255, 259, 366 
Catii§kona, A., 270A., 272 
Catiissala-grba, A., 419 
CatViila, 26 
Catvara, 41 

Caiinsath Yogini T., 198, 421 

Cedi, 386, 388 

Ceylon, 193, 278 

ChMya,' A., 14S, ;s83, 367, 369 

Chagasura, 77, 8 t 

Chamba, L., 102 

Chandas, 8, ii, 48, So, 132, 140 

Chandasciti, 140 

Chanda -Vimana, A., 265, 266, 293 

Chaiidol, I/., 173 

Chapri, L., 173 

Chatri, A., 43 

Chauinukh T., Ranpur, 200 

Chebrolu, B., 123 

Cheda,..:. A., ■ 272 

Chezarla, B., (Kapotesvara T.}, 142, 322 
Chimaera,. 335 'r ' 

Chinthe, 368 
Chitor, L., 143, 348 
Cidambaram, Jb., 163, 1:54 
Cidaiianda, 341 
Cit, 360 

Citi, A., 26, 140, 145-^49 
Citra, P,, 278 

Citragupta T., see Khajiiraho 
Citrakuta, P., 2S1 

' Citrasala, ^ A., 274^ v..:.. , ,;4 ' 

Cola, 1 21, 15X-J53, 166, 195, 196, 202, 203, 35 ^* 
356 

Comorin, Cape, 287, 28S 
^'Conjeeveram' (Kanci), L*,, '■.123, ; 166, 184,' 35 ^. 
:;.Cuda;,: ';A.,; 245 .^ 

Cula (ka), A., 221, 245, 276 
l-Guttacky 'L*,'' 254 :''V 
I Cyavana, • 35, ■ 36.. 

|■C3'Clopean, ; 
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i :: :y y 

Dagaba, A., 170 

Dali Parbatiya, Assam, L., 315 

Daitya, 94 

Daiva, 15s 

Dakgiijagni, 23, 24 

Daii^a, A., G., 329, 230, 422 

Daiidika, A., 249. 367 

Darasurani, T., 2S8 

Darsana, 8, 107, i43. 35^ 

Daru-stambha, A., 230 
Dasangula, Sg 
Dasatala, 309, 310 
Dasavatara cave, see Elura 
temple, Kadvar, 150 
Daiivarika, 93, 107, i43. 358 
Deccaii, loi, 102, 121, 124. i4^> ^7°. 173. 188, 
192, 200, 214, 215, 218, 219, 272, 274, 
275, 287, 2S8, 290, 291, 292, 326, 336, 
356, 358, 391 

Deo Baloda, L., 3S8 
Deo Parbat T., Sibsagar, 324 
Deogarh, E-, 123, 148. 154. I5S. 169, 205, 238, 
397 

Deopara, E., itS, 161, 279. 355 
Deosa, E., 152 
Depaka, (Sutradhara), 200 
Deul Carani, A., 356 
Dev-ghar, 160 
Deva, 73, 344 

-agara, 137, 15S 
-alaya, 130, 137 
-ayatana, 135, 137. 140, 14S 
-dhisnya, 138 

-grha, 135, 137, i39-t4i. ^SS 
-ko§tha, 283, 

-kula, 137, 140, 418 
-4§i, 388 
-sabha, 183 
-sthaiia, 13s 
Devarakonda, E., 113 
Devata, 320, 329, 340. 404 
-kotuva. A., 278, 289 
Devi Jagadamba T., see Khajurabo 
Dhaiaan, 139 
Dhamnar, E-, 168, 200 
Dhara, E., 8, 90, 286 


Dharma, 40, 42, 43. 92, 93. 276, 316, 336, 342, 
377, 387, 398 
-cakra, 43 

Dharniaraja^ 12, i 3 > 42, 43> S3 
-ratha, see Mamallapuram 
Dharwar, L., 151? 

Dhatr, 35, 44, S3 
Dhatu-garbha, 170, 354 
Dlii§wa, 28, 46 
Dhokesvara, cave, 15S 
Dliriiva, 72 
Dhruva-bera, 159 
Dhumar Lena, see Ehira 
Dhvaja, 38 
Dlivtoksa, 38 
Digbandhaiia, 40 

Dig-de\d, 340 

-nayika, 340 
Dikpala, 338, 422 
Dik§a, 25, 46, 315 
Diksita, 156 
Mipa, 335 

Diti, 32, 94, 325 

Divya-drsti, 308 
-vimamka, 139 

Diwan-i-khas, 117 

Draupadi Batha, see Manialiapiirain 
Dravida, A., 175, 1S8, 194, i97, 200, 201, 233, 
234, 242, 246, 251-253, 261, 262, 264, 
266, 286, 2S7, 291-295, 302, 3^9, 322, 
348, 391, 411, 416 

Dravira, A., 182 
Dudahi, A., 166, 19S 
Duladeo T., see Khajuraho 
DuiidubW, P., 278, 28 1 
Durga, 233 

-Temple, see Ailiole 

Ditrga, 94, 153, 158, 233, 307, 334, 423 
Durmiiklia, 356 
Durohana Mantra, 349, 357 
Dvapara Yuga, 13 
Dvara, A., 232A., 273, 3^3, 3^7 
-maiia, 412 

Bvarahat, L., 215 

Dvarapala, G., P., 313, 322, 373, 4^4 
Dvara&bha, A., 412 
Dvara vati, L., 3 


INDEX 


Dvibhfimi, P., 415 

Dvichadya, A., 192, 254, 283, 284 

Dvipa, P., 275 

Dvi^la, P., 281 

Dvyasravrtta, A., 293 


E 

Ekabhumi, P., 415 
Ekamukha-Einga, 396 
Ekagrata, 156 
Ektesvar T., Bankura, 190 
Elephanta, E., 158, 168, 330, 356 
Elura, E., 8, 124, 168, 294, 353 
•Dasavatara cave, 124, 168, 322 
-Dhumar Lem, 158, 353 
-Indra-sabha T., 168 

-Kailasanatha T., 8, 114, 138, 168, 188, 
199, 203, 292 

Enadi, Pudukkottai, E., 185, 195, 196, 204 
Eran, E., 109, 150 


F 

Fah Hian, 197 
Fatehpur Sikri, 117 


G 

Gada, P., 278 
Gadag, E., 200, 337 
Gadannal, T., Badoh, 333 
Gainthiala, A., 162 
Gaja, G., P., 38, 270A, 272, 275. 27S 
Gaja-pr§tha, A., 275 
Gaja-thara, A., 146 
Gaja-virala, A., 333 
Gaja-yuthapa, P., aSi, 283 
Gala, A., 180, igo, 221, 260, 267, 279, 290» 
j-paftika, 25T 

Galagnath T., Paftadakal, 229 
Gambhira, A., 173 

Gapa, IT4, 306, 314. 3iS, 324. 328, 343-345. 

353, 384. 387, 3S8, 39b, 401, 405, 406 
Gapana, ii 


Gaijapati T., Hangal, 188 
Gandhamadapa, P., 275, 28r, 414 
Gandhara, L., 197, 198, 254, 333 
Gandhira, A., 262, 293 
Gandharva, 32, 93, 96, 114. 205, 234, 337, 34o, 
343, 345 
-mukha. A., 320 
iSkha, A., 314 
Gapdi, A., 213, 243 
Gape^, 233, 234, 275. 386, 390, 400 
GaAga, 91, 314, 315, 407 
Gafigaikondacolapuram, E., 166, 294 
Gangavataraija, Mamallapuram, 19s, 204 
Gangeya, A., 262 
Capita, 132 
Ganjam, L., 192, aoo 
Gapya-mana, 269 

Garbha, A., 15, 106, no, 112, 127, 128, 133, 
163, 170, 242, 243, 248, 270A, 31b, 411- 

414 

Garbhadhana, A., 83, 106, 112, 126, 164, 165 
Garbhagara, A., 103 

Garbhagrha, A., 27, 3b, S8, 79, 102, 103, 133, 
137, 142, 144, 145, 149, 150, 152, 153, 
157-159, 161-180, 190, 194, 197, 199-202, 
204, 206, 213, 221, 222, 230, 232A, 
235, 239, 241, 244, 246, 250, 252, 254, 

257, 262, 263, 267, 279, 280, 283, 285, 

299. soG 303, 304, 313, 314, 31b, 317, 

320, 323, 328, 333, 335, 357, 382, 389, 

393, 395, 396, 419, 421 
Garbhaguha, A., 416, 418 
Garbhalaya, A., 60 
Garbha-mandira, A., 418, 422 
Garbha-muda, A., 148, 213 
Garblia-patra, A., no, 126, 127 
Garbha-sutra, A., 249 
Garga, 5, 48, 141, 424, 425 
Garhapatya (Agni), 23-25, 27, 28, 43, 69, 152, 
252, 335 
(puraiia), 24 

(salMvarya), 23-25, 27, 62 
Garugla, G., P., 93, 109, 195, 270, 272, 275, 278, 
370, 414, 418, 421-423 
-stambha. A., 317 
Gaitda, E., 215 
Gattdiya, A., 167, 222 
Gaub, 320 
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Gauri, 234 , 347j 403 

Gaiin^ara,; •386; , 

Gavak§a^ A., 52, 154^ 2:58, 159, 168, 192, i93 ) 
213, 214, 216, 218, 24Ij 242, 270A, 274> 
282, 318-322, 324, 327-329> 331. 357, 366, 
369, 373, 375, 391-395, 404, 419, 421 
-mala, 331 
Gaya, L., 158 
Gayatri, 421 
Geha, 139 

Gbraiadvara, A., 157, 165, I97, 241, 273, 30i, 
316, 318, 359, 400, 403 
Ghanarupa, A., 368 
Ghanta, A., 217, 268, 269, 291 
Ghantanada, P., 275 
Ghata, P., 270A, 416 
Ghrtad, g 
Ghutgaria, L., 333 
Girl, A., 171 
Giripatrika, A., 387, 395 
Gimar, L., 200 
Godavari, 272 
Gokul, L., no 
Gomedha, 397 
Gond, 108, 15a, 152 
Gondeivara T., Sinnar, 200, 218 
Gonetra, A., 215 

Gop, L., 155, 158, 162, 193, 199, 220, 272 

Gopura, A., 183, 203, 204, 215, 232A, 422 

Gorakhpur, L., 387 

Gorgo, 323, 324 

Gorgoueion, 323 

Gothic, 302 

Graha, 59, 275, 325 

Grama, 233 

Grasa, 146, 147, 328, 368 
-inukha, A., 324 
-pattika. A., 323, 331 

jGfha, G., P., 115, 116, 270A, 413, 415, 416, 423 
Grhaksata, 93 
Grhapati (Agni), 82, 83 
Grha-pi:?^, 267 

Grharaja, P., 169, 270A., 27S, 281, 416 
Grharat, P., 275 

Griva, A., 159, 176, 180, 190, 195, 205, 211, 
221, 222, 224, 249, 250, 279, 348, 366, 
399, 420 

Gu^ha-ma^i^apa, A., 218, 258 


Guha, 169, 234 

Guha, G., A., 114, 169-172, 270A., 416, 417 

Guhadhara, P., 275 

Guharaja, P., 169, 171, 270A, 416 

Guhyaka, 114 

Gujar, 341 

Gujerat, L., i 47 , 172, 212, 218, 241, 263, 277, 
286, 299, 318, 333 
Gumadidurru, L., 354 
Guna, 123, 172, 287, 291, 293, 294 

-sankalita, ao8, 240 
Gupda, 143 

Gunesvara T., Kekind, see Nilakapthesvara T. 
Guntur, L., 322 

Gupta, 140, 145, 151, 152, 154, 155, 162, 168, 
169, 174, 179, 181, 192, 194, 196, 205, 
228, 244, 283, 314, 323, 329, 354 
Gupta-Yogini, 338 
Guru, 9, 10, 16, 38, 58, 142, 360 
Guvavrk.?a, P., 278 

Gwalior, I,., 139, 218, 241, 256, 260, 291, 333, 
335. 389, 391, 399, 421 
Gyaraspur, Gwalior, 150 

H 

Haipsa Mantra, 344 

Haipsa, G., P., 42, i47, I95, 270A, 275, 278, 
281, 282, 327, 345, 387, 3S8, 405, 416, 
-asya (hasta), 384 
-kri^a. A., 38S 
Hangal, 1^., 18S 
Hanoi, L., 117 
Hara, A., 267 

-antara. A., 266, 267 
Harasnath, 402, 403 
Hari, 94, 274 

Hari-PIara T., Osia, 200, 403 
Harmika, A., 138, 278, 352, 354 
Harmya, A., loi, 135, 138, 139, 147, 176, iSo, 
184, 263, 275, 292, 294, 300, 348, 352, 

355, 359 
Harsa, 275 

Harsiddhi T., Candravatl, 399 
Hasta, 338 

Hasta {measure), 13, 14, 23, 25, 52, S3, 116, 
134, 265, 268, 269, 270A, 273, 274, 287, 
292 



INDEX 


Jaina, 113, iiS, 158, 168, icji, igg, 200, 213, 
274, 277. 284, 417 

Jaipur, L., 2S3, 291 

Jala, A., 214, 270A, 274, 322, 372, 387, 419, 421 
-antara, A., 229, 247. 249 
Jalas'ayin Vi^gu, 424 
Janialgarhi, L., 198 
Jambukesvara T., 172 

Jangha, A., 232 A, 238, 246, 248, 251, 258, 363, 
269, 290, 375, 389, 404, 420 
Janjgir, L., 388 
Janman, A., no, 360 
Jatbara, A., 244> 246 
Jati, A., 261, 265 

Jati-Vimana (Prasada), A., 194, I97, 223, 361, 
263, 265, 266, 292-295, 321 
Jatitara-Vimaua (Prasada), A., 261, 2S9, 294 
Java, I,., 322, 324, 327 
Jaya. 32 

Jayada, P., 264, 265, 26S 
Jayamaiigala, 141 
Jayanta, 32, 56, 92, 94, 234 
Jhalawar, P., 161, 315, 399 
Jhansi, h., 166, 198 
jhodga, P., 21S, 356, 391 

Jina, 233-235 

JIva, 326, 3 28, 341, 359 

Juana, 43 

Jodhpur, I,., 200, 403-407 
Jj-nibhika (Jambhaka), 32, 94 
Juipbaka, 81 
Jtinnar, 170 
Jye?tha, A., 243, 421 
lye§lh5, 334 
Jj'otirliuga T., 173 
Jyoti^a, II, 62, 78, 141 


Hasti-Jatiya, P., 170, 281 

-prgtha, A., 142, 151, 182, 272, 322 
Hasya (rasa), 30S 
Hatiguiupha, ii 
Haveri, P., Siddhesvar T., 391 
IlayagrTva, 424, 425 
PIayaar§a, 425 

Hemakuta, P., 229, 247, 249, 250 
Himalaya, 91, 102, 107, IS3. iQOj 214, 220 
Himavan, P., 281, 417* 4 ^ 9 i 422 
Hindu, 168, 284 
Hira (ka), A., 353 
Hira-grahapa, A., 353, 354> 396 
-grha, 353 

Hirapyagarbha, 89, 95, loi, 165, 275 
Hiranyakasipu, 330 
Hiuen Tsiang, 144, I5S» I97 
Holal, L; 287 
Holi, 159, 319 

Hoysala, 291, 292, 333. 336, 337. 4i2, 417 
Hrt-prati§tha, A., 359 
Hyderabad, 102, 246 


Indra, 20, 32, 34, 40-42, 44, 45, 50, S' 
91, 92, 94, 141, 234, 278, 281, 
403 

-dhvaja, 41 
-jaya, 8 q 
- sthaua. A., 50 

Isana, 33, 53, 8S, 9i-93, 96, 234 
Lstaka, A., 27, 103, 108, in, I49, 3SO 
-Mantra, 112 
-nyasa, 105 
Isvara, 163, 336 

Ittagi, L., Mahadeva T., 355, 39i 


Kadalika-karana, A., 148, 149 
Radamba, 192 
Kadvar, L., Varaha T., 150 
Kafirkot, I,., 121 

Kailasa, P., 161, 168, 182, 270A, 275, 277. 
280, 281, 289, 416 

Kailisanatha T,, Conjeeveram, 123, 124, 
199. 203, 356 


Jagadamba Devi T., see Khajuraho 
Jagamohan, A., 254 
Jagannatha T., Puri, 160, 201 
Jagati, A., I45, i49, 232A, 238, 4: 
417, 418, 420 

-pitha, A., 145, 367, 420, 421 
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Kailasanatha T*, see Eliira 
Kakara-ko§tliaka^ A. 5 18S 

Kali, ;47.::53i;^i37.: : a45i'':;3i7V. 349 ' ; - 

-jnana, 48 
Kalabau, 158 

Kalasa, A., 112, 14S, 213, 245, 246, 248, 249, 
263, 270, 273, 274, 27S, 279, 349, 350, 

355 , 359 , 366, 372, 420 

Kala, 44, 74, 242, 324-326, 328, 330 
-Makara, A., 324, 329 
-murti, 242 
-pura§a,; 72" ■■■'■■ 

Kaiesvar T., Ter, loi 
Kjali Yiiga, 13 
Kali, 234 

Kali T., Kkajuraho, 365 
Kalinga, L., A., 262, 287, 290, 292 
Kalinga, A., 262, 287, 290, 293 
Kalna, L., 198, 199 
Kalpa, II, 36, 51, 141 
-druma, 13 
-sutra, II 

Kalugumalai, L., Vettuvankovil, X14, 168 

Kalyana Maridapa, A., 336 

Kamala, P., 413, 418, 422 

Kama, 92, 347, 423 

Kamarupa, L*, 215 

Kambaduru, L., 150, 152 

Karnpa, A., 258, 260 

Kamya (Agni), 24 

Kanarese Districts, Deccan, loi, 166, 188, 192, 
194, 196, 197, 200, 214, 28S, 291, 292, 391 
Kanci, L*, 3 ; see also Kanclptiram 
Kancipuram, 155, 173, 203 
Elandabhitti, A., 249, 254, 366 
Katidariya T., see Kbajnraho 
Kangra, L., 168 
Kaiiika, A., 260 
Kaniska, 344 
Kanistha, A., 243, 421 

Ka:ptba, A., 158, iSo-, 190, 221, 232A, 242, 243, 
245, 262-264, 267, 268, 277, 280, 287, 359 
Kapalim Devi T., see Bhuvanesvar 
Kapi, 38 

Kapota, A., 191, 242, 246, 260, 269, 274, 282, 
2QO, 321, 369 

Kapotali, A., 246, 248, 319, 413 


Kapota-pali, A., 238 
Kapotapalika, A., 168 

Kapotesvara T., Chezarla, 113, 142, 170, 182® 
322 

Karaka, 9, 107, 134, 142 
Kara-nyasa, 305 
Karjah, L*, 172 

Karli, K, igx, 203, 278, 352, 353 
Karma-vidhi, 23 
Karna (diagonal), 26S 
Karna, A., 247-249, 252, 34^, 389 
-bhadra, A., 370 
-kuta, A., 267 
-manjari, 249, 371 
-sikhara, A., 249 
-sraga, A., 371 
Kari)ara(l), A., 367 
Kartr, 9, 156 
Karttikeya, 234 
Karuna (rasa), 308 
Karusa, L., Mabadevi T., 158 
Kasem, E., 288 
Kasi (Benares), 3 
Kasia, D., 387 

Kasinatha T., Pattadakal, 324, 327 
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Raikona T., Nalgoncla, 315 
Raitika, P., 281 
Rajadhanl, 233 
Rajanya, 33s 
Rajaona, R., 323 
Rajaraja, P., 4x7, 4x8 
Rajarani T., see Bhuvanesvar 
Rajas, 123, X72, 287, 290, 293, 294, 400, 401 
Rajasena, A., 375, 395 
Rajayakgman, 32, 33, 89, Oi, 96 
Rajghat, L., 351 
Rajgir, 415 
Rajim, R., 3X4 
Rfijlva Rocana T., Rajim, 314 

Rajju, A., 54 ^ 

Rajputana, 101, 102, i43, I47, X52, X72, I73, 
214, 291, 334, 348, 355, 356, 399, 402-407 
Rajur, R., i73 
Rak§asa, 34, 1 14 
Rama, 309 

-(Bhargava), 425 
Ramagrama Stupa, 322 
Ramaliiigesvara T., Satvel, 181, 205 
Rauiani, A., 199 

Ramgarh, R-, Siva T., 146, 399-401 

Rampur, R., 200 

Rampurva, R., 345 

Ranipur Jliorial, R., 198, i99, 202 

Rasa, 308 

RaS, 62 

-cakra, 30, 88 
Ratanvadi, R., 158 

Ratha, A., 210, 211, 229, 272, 274, 369, 370, 
372 

Rathanga, A., 22S 
Ratha-yatra, 160 
Ratna-muda, A., 14S, 213 
Rattehalli, R., 337 
Recaka, 343 

Rekha, A., I47, 162, 20Q, 215 
-Deul, A., 217 
RC'khagunaghata, A., 208 
Rikta, 38 

Rk§anayaka, P., 278 
Roga, 32, 33, 93 
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Roma, 52 
R§i, 3S8, 399 

Rucaka, G., A., P., 42, I95, 345, 246, 251, 375, 
278, 281, 2S3, 284, 419 

Riidra (s), 32, 34, 35, 45, 74, 82, 89, 91, 235, 
360, 4?3 
-jaya, 33, 89 

Rupa, II, 12, 20, 67, 243, 341 
-bheda, A., 243/ 


Sabha, A., 135, 4 i 5 , 423 
-mandapa, A., 21S, 257 
Saciya Matii T., Osia, 4^4 
Sadanai}!, 139, i 4 S 
Sadana-Mantra, 104, 13d 
^danaiii, 148 
§adanga-nyasa, 365 
Sadas, 156, 157 
Sadasiva, 373 
v^adasra, A., 262, 272, 294 
Sadavisnu, 173 

Sadhalca, 82, 34^, 343, 34^, o4/ , 355 
Sadhaiia, 347 
§atkona, 271 
Sadma, 139, 14S 

Saiva, 53, 59, 82, 85, 150, 233, 275, 300 
Sadhara, P., 291, 292, 

Sakala (Mandala), A., 58, 59, 201 
Sakha A., 116, 232A, 311, 3i4-3i6, 346, 373 
-nagara, 232 
Saklil, 385 

Sakti, 47, I05, 1^3, ^30, 136, I37, 

159, 32s, 334, 337-339, 34T, 343, 346, 
347, 358, 380, 390, 421 
-cakra, 351 
Sala, 337 

Sala, A., 135, 217, 229, 230, 249, 250, 282, 283, 
375, 389, 390 

Salabhafijika, 340, 381, 399 
Saladvarya Garhapatya, 23 
Salaka, P., 275 
Salilantara, A., 266, 369 
Salokya, 351 

Samanya Rak^aiia, A., 237 

PrSsada, 22, 32S, 41T, 417, 4 iS 


Samapada-sthaiiaka, 307 
Sambhu, see Siva 
Sambhulinga T., Kundgol, 333 
Saipcita, A., loi 
Samipya, 351 
Saxnkhya, 421 
Sammukhya, P., 281 
Saqisara, 146, 357, 358 
Saiiisidi, A., 254 

Sanisthana, 14s, 166, 201, 203, 230 
Saraudga, P., 370A, 416 
Samudra, P., 270A, 416 
Saipvatsara, 37 
Saiiaiscara, 93 

Safici, R., 55, 7i, 109, 119, 121, 140, 183, 191, 
195, 273, 313, 346, 413 

Sandhara, P., 147, i55, i99, 201, 217, 246, 251, 
252, 257, 262, 285, 299, 366, 420, 421 
Sahgatnesvar T., see Pattadakal 
Sani, 38 

Sahkaracarya T., 272 
Saiikisa, R., 351 
Saiikha, P., 278 
Sankhavarta, P., 275 
Sanku, P., 281 
Sa^mukha, 234 

Sannirodhini Mudra, 153, 220 
Saimyasin, 347 
Santa (rasa), 235, 307, 30S 
Santi-dvara, A., 317 
-kala, 317 

Santika, P., 264, 365, 26S 
Saptatala, 310, 311 
Sarabha, 146, 147, 330, 333 
Sarabhe&, 330 
Sararathacakracit, A., 27, 47 
Sarasvati, 234 

Sardula, A., 304, 314, 315, 318, 329, 332, 334- 
33S, 340, 370, 376, 377, 382 393 
-lalita, 333 
-vikridita, 333 

Sarnath, R., 192, 193, 329, 387, 399 
Sarpa, 34 
Sarva 94 

Sarvadesika, P., 233, 234, 287, 290, 295 
Sarvajati, P., 266 
Sarvakamifca, P., 264, 265, 268 
Sarvakita, P., 415 



INDEX 


Sarvasadharaya, P., 237 
Sarvasiddhi Acarya, I43 
Sarva-Skanda, 32, 94 
Sarvasundara, P., 27s 

Sarvatobhadra, A., P., 270A, 273, 275. 27b, 2&1 
284, 411, 416, 418-431, 423 
Saryata, 36 

Sa&, 42 
gasta, 234 

Sastra, I33. 426 

gatalrfiga, P., 275 
Sati, 3, 73 

Sat Mahal Pasada, 193, I94 
Sattakulangara, P., 102 
Sattva Guna, 123, 172, 287, 290, 294, 4oo 
Sattvika Puja, 343 
Satva Narayaiia, 158 
vSatya Yuga, 13, 32. 92, nS, 161 
Saudha, A., i39, 349 
Saiimiki Vedi, 23, 252 
Saumya, P., 4^7 
gaunaka, 141 
gatiraseiia, A., 262 

Savitr, 32, 34, 89, 90, QP 96, ii9, I32 
Savitra, 32, 81, 89 
Savitri, 234 
Sayujya, sS'e 

Se§a, 48, 62, 73, 9°, 287, 288 
Shwe Ku, 1 71 „ 

Shore Temple, see Mamallapuiam 

Sibiragrba, P-, 281 
Sibsagar, P., 324 

Siddhaiiatha T., Mandhata, P., 158 
Siddhantika, 286 
Skldhesvar T., Akola, P., 158 
Haven, 391 
Sikar, P., 402, 403 

gikha, A., 196, 267, 290 r,g 153 

Sikhara, A., 36, HQ, 123, i47, 148, I53, 5o, 

IS9, 162, 165, 166, 17s, 176, 17S, 180, 
187, 19s, 196, 205, 206, 208, 210, 211, 
213-216, 222, 236, 238, 239. 241-245. 252 , 
361-264, 267, 270A, 272-277. 2S4, 285, 
290, 291, 293-295, 300, 302, 319, 321, 
326, 333, 334, 349, 350, 352, 353, 35 , 
359, 367, 370-372, 390-392, 394, 399, 404, 
411, 413, 427, 4^9-421, 424, 425 
-P., 417 


Sikhin, 33, QP 96 
Silpa, 141 
gilpasastra, 10, 141 
giliasthaiiavidya, 141 
Silpin, 8, 9, 142 
gilpivikalpita, A., lox 
gima. A., 208, 244 
Simaria, P., 223 

Siipha, G., 38, 326, 33. 334, 366,^ 368 
P., 169, 270A, 275, 27S, 281, 418 

-asana, 334 

-kanjia. A., 249, 3i9, 369, 3/°, 37o 

-mala. A., 422 

-mukha, A., 323, 326, 329 

-lalata. A., 323 

-sakha. A., 376 

Siiphanatha T., Baraiuba, 192, 254 

Siiphasya P., 169 

Simhapafijara, P-, 281 

Simhika, 325, 33o 

Singhaiiapiir, P., 228 

Sinnar, P., 158, 200, 21S, 274 

Sira, A., 54, SS 

giras {&§a), A., 153, 244, 251, 269, 39^ 

Sirkap, Taxila, P-, 323 
Sitpitr, Lm 
vgir§aka, A., 267, 268 
gisumara-cakra, 72 _ 

Sittesvar T., Caudravati, 315 
giva, 6, 8, 40-42, 47, 48, 54, 59, 74, 75, 90, 9.’, 
9A, 96, 104, 130.^36, 137, 141, 142, 150- 
153, IS9, 261, 167, 168, 173, 18s, 299, 

200, 204, 233-236, 247, 261, 27s, 27S- 

281, 2S9, 304, 307, 309, 326, 322, 330, 

335, 346, 347, 353, 355, 3S6, 373, 384, 

386-3B8, 40 ^" 4 ^ 3 > 422-425 
giva-alaya, (Malegitti), 191 
-dvarapala, 316 
-gana, 398 
-pratihara, 386 
-tattva, 137 
givika-vesma, P., 278 
Skainbha, ri8 
Skanda, 94, 234, 254 

Skandha, A., 14S, 165, 184, 190, 200, 24a, 240, 
249, 279, 359, 366, 399 
Skandha-kosa-antara, A., 245, 349 
gma^na citi, 43 
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vSoda^sra, P., 262, 270A 
Soma, 15, 23, 24, 32, 34 , 3 S> 5 ^, S3, 9 U 93 > 94 , 

231, 234, 326 

Somanatlipur, L., 200, 421 
Somasambhu, 4b, 7 S 
vSomasutra, A., 30a 
Somesvar T., Kiradu, i 47 , 213, 40 S 
Sopana, A,, 283 
Sosa, 32, 33, 55 , 93 
gredM, 240 
vSri, 234, 275, 404 
Srijaya, P., 278 
Srikantha, P., 278, 281 
Sri Kr§iia, 141 
Srik^etra, 96 
Sri Kumara, 271, 425 
Srikuta, P., 281 
Srinagar, L-, 272 
vSrinivasa, 424 
Srinivasanalfir, L., 294 
Srirangam, L., 201, 203 
Sritaru, P., 281 
Srivatsa, P., 195, 275 , 278 
Srivrksa, P., 270A, 278, 423 
Sri-Yantra, 338 

Sniga, A., 153, 270A, 211, 213-215, 218, 273, 
302, 319, 322, 349, 35b, 370, 372, 39 ^^, 
393, 399, 411-413, 417, 422 
Sviigara (rasa), 308 
Srfigavan, P., 412, 413 
Srfigin, P., 281 

Stanibha, A., 258, 262-264, 277, 395 , 4^3 
Stara, A., 26S 
Sthana, 138 
Sthanaka (murti), 234 
Stba^dila (Mandala), A., 61 
Sthanu, A., 258 
Sthapaka, 9, id, 74, 359-3^0 
Sthapati, g-ii, 16, 74, 114, 131, ^ 42 , i 43 , 156, 
254, 258, 288, 359, 360 
Stliapatya-&stra-veda, ii 
Sthapatya-Veda, ii, 289 
Sthira, A., 159 

-vastu, A., 63 
Sthula, 45, 117 
Sthana, A., 258 

Stupa, A., 102, 109, 148, 170, 183, 197-199, 278, 
279, 319, 354 


Stupi, A., 159, 221, 262, 264, 267, 268 
Stupika, A., 167, 221, 290, 349, 350, 352, 355, 
359 

Subrahmanya, 233 
Sudar&na(a), 245, 3^5 
-cakra, 221, 403 
Sudha, A., 122 

-sila, A,, 121, 123 
Sudhamma Devasabha, 1S3 
Sudhara, A., loi 

Sudra, 9, H, i5, 4^, 42, 113, 127, 261, 426 
Sugriva, 32, 53, 55, 94, 233, 234 
Suguha, P., 41^, 417 

j Sukanasa, A., 36, 148, 162, 206, 213, 217, 232A, 
239-242, 244, 249, 290, 319, 322, 324, 
326, 330, 333, 336, 359, 360, 366, 368, 
390, 391, 393, 404, 414, 416, 417, 4^9 
Siikanasika, A., 241, 390, 392, 393 
Sukanghri, A., 232A, 241 
Sukanya, 35, 36 

Sukra, 38, 75, 76, 81, 141, 424, 425 
Sukracarya, 141 
Suksma, 45, 117 

4ak§ana, A., 271 
ssLxlm , 253 
Suktinian, P., 415 
Sula, 290 

Siilva Sutra, ii, 22 
Sumanta, A., loi 
Sunda I., 327 
Supari^a, 275, 324, 327 
Suprabha, P., 281, 2S3 
Suraraf, P., 417 
Surasena, A., 319 
Surasthana, 138 

Surasundarl, 304, 338, 340, 377-381 
Surya, 32, 34, 38, 58, 92, i39, I72, i94, 205, 
218, 234, 325, 334, 372, 374, 407, 422, 
423 

Sutra, 51, 54, 206, 208, 210, 229, 420 
Mana-s. 

Paryanta-s. 

Pramana-s. 

Vinyasa-s. 

Sutradhara, 9, 131, 132, 143, 200, 290, 4^3 
Sutragrahin, 9, 10, 131, 142 
Siitrapada, 205 
Suvibhranta, P., 275 
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Svaiiil-Karttika, 141, 425 
Svarbhamt, 325*'3275 33^ 

Svarloka, 354 ^ ^ 

Svastika, A., G., P., 27S, 278, 281, 2S2, 
409, 419 

Svayaiiiatrnna, 69, 103, 108, ii3i I75> ^9®) 
279, 350. 354 
dvcta, P., 27S. 281 


Taklil-i-Bahai, P., 170. i97-i99 

Tak§aka, 9, 10. Ms, 360 

Tak§a-karma, A., 141 
Tala, 267 

Talacchanda, A., 22, 31. 48, i40, 210, 227, 
230, 246-248, 252, 266, 420, 421 
Talanj’asa, A., 230 
Tala, 309-31 1 
Talamana, So, 309, 31 ^ 

Talesvara T., Tilasma, 356 
Taligrha, P., 2S1 
Talipa, A., 258 
Talpa, A., 411. 4i5 

Tamas, 75, 123, 172, 235, 2S7, 293, 294, 
326, 328, 329, 331 

'^ 20 ' 

Tanjore, P., 166, 1S7, 196, 203. 294, 3i8, 
324 

Tantra, n, 425 

Tantrik, 236, 337 

Tao T’ieh, 323, 327 

Tara, 387 

Taragana, P., 275 

Tatpuru§a, 330 

Tattva, 82, 104, 130, 136, 360 

Taxila, P., 323, 35^ 

Tejas, 335 

Teja^bda, 333, 334, 33d 
Teli-ka-mandir, Gwalior, 150, 182 
Telkupi, P-, 148 
Ter, P., loi, 102 
Thirukkadittanaiii, P., 323 
Tliirunandikkara, P., 200 
. Thoda, P., 147 
Tibet, 323 


400, 

205, 


325, 


322, 


Tigawa, P., 150-252, 348 

Tilaka, A., 21 1, 213, 249. 329, 32® 

Tilasma, P., 356 

Tinnevelly, P-, 253 

Tirtha, 3-5, 81, I43, 170, 3i5, 3i6, 355 

TIrthaiikara, 308, 382, 397, 398 

Tirtivapparaalai, P., 203 

Tiruvanir, P., 166 

Tiruva^, ii9, 322 

Titlii, 39 

To<la, 153, 352 

Toka, P', 272 

Toraya, A., 274, 283, 303, 3i3, 322, 329 
Travancore, 102, 150, 252, 200, 323 
Treta Yuga, 13, 73, 216, n? 

Tribhanga, 307 
Tribhumi, P., 4i5 
Tribhirvana Acarya, i43 
Trichadya, A., 192, 284, 375 
Trichinopoly, P., 272 
Triguha, P., 426, 427 
Triguya, P-, 422, 423, 427 
Trikotithana, P., 152 
Trikuta, A., P., 281, 424. 427 
Trirafirti-kovil, 199 
Tripura, 400 

Tripurantaka Siva, 307, 400 
Trivikrama (Vifjyu), 403 
Tri^ula, 348 
-hasta, 378 

Trivi§tapa P., 275, 277-279, 281, 424 
Tula, A., 251 
Tulasi, 355 
Tumain, P., 335 
i Tunga, P., 281 

i Tudgabhadra, 1S8, 205, 292, 294 
I Turaga, G., P., 423 , 424 

Tvajtr, 132, 426 
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Ucchalaka, A., 388. sSi. 382 
Uccheda, A., 412 
Udaipur, Rajputana, i43 
I Udakantara, A., 229 
j Udakuipbba, P., 275 
Uda-siipha, A., 334 
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Udayaditya, Faramara, 389 
Udayagiri, Bhopal, 113, 151, x6S, 170 
Udayapnr, Gwalior, 192, 200, 21S, 246, 255> 
260, 3S9-396 

Udayesvara T., see Uda^’-apur 
Udita, 234 

Udumbara, A., 24, i57> 3'^4 

Ugra, 235, 307 

Ujjayanta, P., 275 

Ukha, 23-26, 126 

Ulupi, F., 281 

Uma, 91, 13 1 

Unchahara, L., iSO> 15^5 ^79 
Undavalli, L., 195 
Uakal, L., 15S 
Unmaua, A., 145, 244 
Upana, A., 106 
Upapitha, A., 146, 162, 221 
Upasamdta, A., 10 r 
Upaveda, ii 
Urali, 1 17 
liras, A., 244 

Urdlivacchanda, A., 22, 48, 247, 248 
Urdhvapattika, A., 314 

Uromanjari, A., 21 1, 213, 216, 223, 249, 273, 
275> 356, 366, 367, 370, 371 
Uromanjarika, A., 249 
Urusriiga, A., 16 r 
U$m§a, A., R, 245, 281, 420 
U§ni§i, P., 278 

Utpala, 38, 62, 73. i39. 287, 2S9 
Uttama, F., 309 
Uttambha, P,, 278 
Uttara, A., 371 

Uttara Vedi, 13, 23-28, 112, 147, 232, 334, 354 
Uttaresvar T., see Bhiivanesvar 
Ter, loi 

Uttuhga, P., 275 
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VadainalHsvara T., Oragadam, 182 

Vahana, 93, 315, 317, 334, 344, 386, 422, 423 

Vahiii, 234 

Vaideha, A., 262 

Vaikorn, L., 152, 200 

Vaikm^tha, 358 


Vaikuiitha Perumal T., Conjeeverajii, 155, 166, 
173, 174, 184, 199-202 
Vairagya, 43, 335 

Vairaja, P., 126, 275. 277, 279, 2S1, 284 

Vairaja Pm'U§a, 75 

Vairata (I), L., A., 291 

Vai§nava, 53, 59, 142, 233, 275, 388 

Vaisya, 14, 4G ii3, 127, i43, 261, 337, 426 

Vaital Deiil, see Bhiivanesvar, 414 

Vajra, G., P., 4G 278, 403 ; (King), 425 

Vajraka, F., 281 

Vajralepa, A., 121-123 

Vajra-svastika, P,, 27S 

Vak, 104, 332, 334 - 337 , 346 

Vakra, P., 278 

Valabhi, A., 270A, 274, 275, 27S, 2S4, 411, 413- 
416, 418, 422 

Valabhicchanda, P., 270A, 414, 423 
Valaya, P., 278, 281, 2S3 
Vamana, 281, 309, 403 
Vaiii&, A., 26, 52, 54, 7G 79 
Vana-devata, 315, 390 
Vanara, 38 
Vanaspati, ^24, 326 
Vara, 39 

Varad, L., 290, 292 
Varada-mudra, 136, 304 
Varaha, 309, 370 

Varahamihira, 5, 10, 29, 38, 42, 47, 5 ^, 62, 140, 
141, 289, 325, 412 
Varan^i, A., 246 
Varandika, A., 251, 369 
Varata, E., 251, 262, 2S7, 290-293 
Varata, L., A., 251, 262, 287, 28S, 291, 292, 
39X 

Varataraf, 291 

Vardhakiii, 9, to, 131, 142 

Vardhamana, A., P., 195, 275, 284, 419 

VardhanT, P., 27S 

Varga, A., 264 

Vari-marga, A., 248 

Vartula, P., 270A, 272 

Varuiia, 6, 32, 34, 43, 53, 56, 58, 75, 77, 8r, 90, 
91, 93, 94, 132, 233, 234, 277, 280, 2S1, 
317, 329, 423 

VanirLi, 316 
Vasa, 139 

Vasi^tha, 141, 335, 425 
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Vasto^patij 12, 3Si 45i 77? 81, 83, 85 
Vastti, 21, 37 j 94 

Vastit, A., 21, 22, 36-39, 45, 50, 62, 63, 68, 74. 
76, Sr, 83, 94, 330, 331 
-ball, A., 81 
-bliavana. A., 6S 
-Brabina, A., 68 
' -Caimin^b 234 
-daily a, A,, 88 
-deva, A., 82 
-devata A., 91, 140 
-lioma, A., 74, 80, 84 
-iiiap4^1a, A., 27, 29, 33^-33, 35, 37, 4^, 4^, 
49, 57, 58, 62, 63, 94, 127, 3:50, 152, 165, 
201, 232, 233, 237, 261, 411, 422 
-naga, A*, 85, 90, 287 
Vasttipa, 35, 36, 76, Si 

Vristitptini§a, A., 29, 33“35, 3 ^, 45 " 47 , 49, 50 , 
53, 62, 63, 66, 67, 73, 95-97, ^2:1, 117, 
287, 288, 353-361 

Vastupurti§a-iiiandala, A., 6, ii, 16, 17, 22, 25, 

32-34, 38, 48, 63, 78, 95, i02, 119, 127, 
147, 180, 228, 235, 312, 357, 399, 423 
Vastn-rak^asa, A., 82 
A., 74, 80 

-Sastra, A., 10, 142, 145, ^54, 214, 227, 261, 
262, 270, 275, 286, 288, 2S9,':. 292-294, 

-Vidya, A., 14^, 424 
VastvMhara, A., 145 
Vasu{s), 34, 4^, 83, 90-92, 94 , 422 
Vasudeva, 84, 234, 423 
Vasiidlia, A., 411 
Vasudliadhara, P., 2S1 
Vasuki, 94 
Vasundbara, 82 
Vatayana, A., 52 
Vavata P., 290, 291 
Vayasa, 38 

Vaya, G., A., 33, 34, 50-52, 7i, 92, 97, 234 
Veda, lo, ( ji , 3S^< 42i» 424 
Vedanga, ii, 141 
Vedha, 232 

Vedi(i), G., A., 17, 22-25, 40, 72, I33> i45-i47, 
174, 211, 239, 243, 24s, 269, 323, 334, 
349, 359, 366, 374, 3S9, 395, 399 
-bandha, 238, 24s, 246, 248, 251, 263, 413, 
420 


Vedic, 35. 49, 61, 80, 94, 95- i03. 105, no, 1x3, 
133, 140, 143, 150, 152, 153, ^57, 205, 
206, 232, 279, 288, 306, 360 
Vedika, A., 133, i4S-r47, 162, 230, 246, 269, 
276, 302, 369, 389, 390, 391, 404 
-bandha, A., 268, 269 
Ve;iu, A., G., 350, 384 
-bhadra, P., 275 

-ko&. A., 175. 208, 245, 34S, 351 
-ko&-antara, A., 349 
-randhra, A., 173 

Vesara, A., 154. 234, 251, 262, 286, 287, 291- 
293, 29s 

Vetala, 398 

Vettuvan-kovil, see Kalugunialai 
Vibhava, P., 275 
Vibhu, P., 281 
Vibudha-agara, 138 
Vicitra, P., 275 
Vidarbha, L., 286 
Vidarbharat, 291 
Vidari, 32, 95 
Vidhata, 94 
Vidya, II, 141 
: -dvara, A., 317 

-kala, 317 

Vidyadhara, 114, 247, 306, 343-345, 40S, 4o6 
Vighne^, 234 
Vihara, A., 138, 197, 353 
Vijaya, P., loi, 275, 278, 28 1 
-bhadra, P., 229, 250 

Vijayalaya Colisvara, T., Narttamalai, 257 

Vijayanagar, L., 192 

Vikalpa, P., 266, 293 

Vikrti, 298 

Vimala Sah, 200 

Vimana, A., 6, 52, 77, 131-133. i39, Hi, I47, 
155, 176, 178, 180, 183, 184, 196, 202, 
203, 229, 230, 243, 276, 275, 277-281, 
284, 287-289, 291-293, 344, 348, 350, 352, 
359, 369, 371, 395, 415 
Vimanacchanda, P., 270A, 271 
Vimana-pala, A., 356, 399 
-vatthn, 133 
Viniuktakoiia, P., 28 1 
Vl^ia, 384 
Vinata, 423 
Vinayaka, 275 
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Vrttayata, P., 262, 275, 278, 293 
Vyala, 333. 336. 340 

Vyalaraukha-viiia, 384 

Vyama, 23, 24, 42, 52, 311 
Vyamisra, P., 262, 281 
Vyomakesvara T., see Bhuvanesvar 


Vindhya, h., i35, 287, 291, 293, 4i3 
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